



























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































																																								 																																							 																																							 																																							 													
reminiscent	of	the	time	in	early	Hollywood	film	history	when,	as	Toll	(1982)	explains,	the	production	
studios	realised	the	potential	value	of	releasing	the	names	of	their	contracted	lead	actors.	Yet	unlike	
in	Hollywood,	where	name	billing	could	be	said	to	have	represented	one	of	the	first	steps	in	the	
construction	of	the	‘star	system’,	model	name	billing,	for	the	most	part,	did	not	herald	the	entry	of	
the	model	into	the	world	of	the	star,	which	was	built	upon	private-life	publicisation.		
88	“Different	interests,	different	friends	–	separate	lives:	INTIMATE	SECRETS	OF	CHARLES	AND	DI’S	
BIZARRE	MARRIAGE”,	People,	27	May	1987.	
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buzzword	‘bizarre’	in	the	bold	type	of	the	headline	set	up	an	expectation	of	the	revelation	of	
the	salacious,	most	private	details	of	their	relationship;	yet	the	story	itself	is	reserved.	It	
focuses,	rather,	on	the	idea	that	there	is	a	concerted	effort	to	avoid	sensation	and	scandal:	
The	royal	couple	have	very	little	in	common	and	find	many	of	the	other’s	interests	
totally	boring,	say	palace	insiders.	
But,	to	avoid	scandal,	they	will	maintain	their	bizarre	marriage	by	driving	different	
cars,	seeing	different	friends	and	spending	little	time	together,	except	on	official	
duties.	
“They	have	come	to	a	very	special	and	civilised	agreement	to	allow	the	princess	more	
time	to	herself,”	says	royal	expert	Harold	Brooks-Baker.	
The	focus	on	separate	lives	and	interests	in	this	story	surfaces	the	idea	of	miscalculation	and	
misjudgement	on	the	part	of	the	partners.	The	story	also	contains	actual	transgression	in	
terms	of	rumoured	infidelity,	but	this	is	not	emphasised	in	the	‘display	copy’89	and	is	also	
given	a	less	prominent	position	further	down	in	the	story	itself.	The	possibility	of	infidelity	is	
also	softened	through	contextualisation	in	terms	of	their	thirteen-year	age	difference.	This	
contextualisation	and	explanation	is	evident	in	this	quote	in	the	story	from	Earl	Clancarthet,	
described	as	a	palace	insider	and	confidant	of	the	royal	family:	
“Charles	is	38	going	on	50	[…]	The	sad	fact	is	that	he	has	never	been	young.	
“Charles	has	been	increasingly	irritated	by	Diana’s	flirting	at	parties	–	which	is	no	more	
than	the	harmless	exuberance	of	a	young	woman.”	
The	earl	uses	the	word	‘sad’	to	describe	the	fact	that	Prince	Charles	had	never	really	been	a	
young	man.	Combined	with	the	focus	on	the	civilised	way	in	which	the	separation	is	being	
conducted,	the	surfacing	of	sadness	in	this	storyline	in	a	way	closes	up	the	possibility	for	a	
full,	truly	scandalous,	sensational	exposé.		
Moreover,	there	is	also	an	absence	of	visual	evidence	to	support	the	rumours	of	infidelity.	
The	story	reveals	that,	“Di’s	bodyguard	was	moved	to	a	new	job	because	he	was	reportedly	
becoming	too	close	to	her”	and	identifies	him	as	the	“handsome	policeman	Harry	
Manikee”,90	yet	there	are	no	photographs	of	him	or	of	the	two	of	them	together	to	support	
these	claims.	The	only	photograph	that	accompanies	the	article	can	be	described	as	
																																								 																				
89	The	term	‘display	copy’	refers	to	text	that	is	emphasised	through	larger	typeface	size,	bolding	or	
contrasting	colour.	Typically,	this	would	be	the	headline	or	title	of	the	article,	the	‘blurb’	or	brief	
paragraph	linking	the	headline	with	the	article	itself	(which	also	often	contains	the	author	credit),	
citations	from	the	body	copy	and	captions.	
90	The	correct	name	is	actually	Barry	Manikee,	but	People	misspelled	it.		
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illustrative	of	the	reported	estrangement	rather	than	as	evidence	of	any	specific	
transgression;	it	shows	the	couple	in	public,	assumedly	at	an	official	event,	side	by	side	but	
looking	away	from	each	other	and	the	camera,	and	the	idea	of	separation	is	exacerbated	
with	a	the	visual	device	of	a	tear-mark	superimposed	onto	the	photograph,	between	the	two	
partners.	The	fact	that	the	coverage	lacks	visual	evidence	of	transgression	is	one	of	the	
reasons	why	it	can	be	categorised	as	surfacing	Emerging	Celebrity	rather	than	its	successor.		
I	also	identify	the	Emerging	Celebrity	in	this	story	based	on	the	contextualising	comments	
from	the	earl	and	also	‘royal	expert’	Harold	Brooks-Baker	and	a	second	“palace	insider”,	
Baron	Tollemache,	which	can	be	seen	as	very	early	indications	of	the	kind	of	
‘psychologisation’	that	would	increasingly	come	to	characterise	Celebrity	journalism	going	
into	the	21st	century	and	subsequently	surface	the	Celebrity	Proper.	
This	Prince	Charles	and	Princess	Diana	story	was	selected	to	provide	evidence	for	the	
argument	that	the	Emerging	Celebrity	category	is	above	all	a	tentative	one	that	in	essence	
prepares	for	its	successor.	The	exploration	of	the	psyche	of	the	personality	is	only	just	
beginning,	and	although	there	are	clear	indications	of	flaw	and	imperfection	in	the	private	
realm,	they	are	for	the	most	part	not	supported	visually	and	often	not	emphasised	or	fully	
explored.	There	is	a	discernible	focus	on	what	is	portrayed	as	imperfection	and	transgression	
in	coverage	of	the	Celebrity	Proper	figure,	and	the	magazine	coverage	of	the	Emerging	
Celebrity	prepares	the	way	with	an	arguably	more	discreet	approach.	Sternheimer	(2011)	
found	that	towards	the	end	of	the	20th	century,	the	media	generally	started	opting	for	tales	
of	heartbreak,	illness,	loneliness,	divorce,	adultery,	single	parenthood	and	children	born	out	
of	wedlock,	alongside	the	occasional	idealisation	of	nuptials.	In	other	words,	only	
occasionally	do	we	find	a	glimpse	of	glamour	in	entertainment-personality	coverage.	And	
from	the	evidence	in	People	and	other	local	magazines	covering	showbusiness	personalities,	
the	South	African	media	seemed	have	follow	this	global	trend.	
Physical	‘imperfection’	
In	addition	to	stories	about	broken	lives	and	promises,	the	notion	of	supposed	physical	
imperfection	is	essential	to	how	the	Celebrity	Proper	is	represented.	Thanks	to	paparazzi	
photography,	magazines	of	the	21st	century	would	come	to	use	photographic	‘evidence’	to	
reveal	these	‘imperfections’,	which	arguably	do	not	translate	as	convincingly	into	textual	
description.	Yet	before	we	get	to	this	more	radical	exposure	of	supposed	physical	
imperfection,	it	is	made	explicit	in	late	20th-century	magazine	texts.	A	People	article	from	
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1987	entitled	“NOBODY’S	PERFECT	–	NOT	EVEN	THESE	FAMOUS	FACES”	is	a	good	example.91	
Spanning	two	pages,	the	article	features	photographs	mostly	illustrating	the	questionable	
make-up	choices	of	a	handful	of	women	including	Donna	Mills	and	Dallas’s	Morgan	Brittany.	
A	black-and-white	photograph	purports	to	show	singer	Cher	“before	her	beauty	treatment”	
with	“a	complexion	like	a	gravel	pit”,	at	least	according	to	outspoken	make-up	artist	Stan	
Place,	the	article’s	main	source.	The	article	notes	that	Place	“is	make-up	director	for	the	Miss	
Universe,	Miss	USA	and	Miss	Teen	USA	pageants	and	has	worked	on	such	stars	as	Lynda	
Carter,	Kim	Basinger,	Susan	Dey	and	Lauren	Hutton”.	Another	photograph	of	Cher,	notably	
in	full	colour	instead	of	the	black	and	white	of	the	‘before’	picture,	which	looks	suspiciously	
like	it	was	taken	years	before,	this	time	supposedly	after	her	beauty	treatment,	elicits	the	
comment	from	Place	that	the	singer	looks	“Strikingly	beautiful”.	
The	article	encourages	readers,	by	addressing	them	directly,	to	“TAKE	heart:	Nobody’s	
perfect	–	not	even	Hollywood’s	most	stunning	women”.	The	direct	address	is	sparingly	used	
in	this	article,	and	indeed	in	People	SA	generally	at	this	point,	yet	it	should	be	noted,	as	it	
goes	some	distance	towards	preparing	for	how	Celebrity	Proper	will	be	presented,	the	latter	
making	abundant	use	of	this	literary	technique.	The	growing	use	of	this	technique	in	
magazines	going	into	the	21st	century	is	interesting,	as	‘breaking	the	fourth	wall’	in	this	way	
is	generally	thought	of	as	an	acknowledgement	to	the	reader	or	audience	in	theatre	that	
what	they	are	being	presented	with	is	fictional.	It	is	also	employed	in	order	to	relax	the	
borders	of	the	fiction	being	presented	and	to	include	the	reader	in	the	fictional	scenario	or	
community.		
It	could	also	be	interpreted	as	another	indication	and	confirmation	of	the	presence	of	some	
of	the	elements	Gamson	(2001:	13)	identifies	as	entering	representations	of	fame	towards	
the	end	of	the	20th	century,	notably	the	exposure	of	“the	mechanisms	by	which	images	are	
made	and	by	which	celebrity	is	built”	and	the	invitation	to	the	audience	“to	increase	its	
knowledge	and	power”.	In	the	“NOBODY’S	PERFECT”	article,	the	emphasis	on	the	supposed	
physical	imperfections	of	the	stars	can	be	read	as	a	subtle	invitation	to	the	People	SA	reader	
to	grow	their	“knowledge	and	power”	of	the	entertainers	who	usually	appear	so	picture-
perfect.	The	use	of	the	direct	address	here	can	be	read	as	a	hint	to	the	People	SA	reader	to	
take	cognisance	of	the	possibility	that	what	is	being	presented	here	is	fictional.	This	
identification	of	a	possibility	of	fiction	is	not	as	pronounced	or	self-evident	in	People	SA	in	
the	late	20th	century,	but	it	can	undoubtedly	be	said	to	have	prepared	the	way	for	Celebrity	
																																								 																				
91	“NOBODY’S	PERFECT	–	NOT	EVEN	THESE	FAMOUS	FACES”,	People,	December	1987.	
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Proper,	which,	to	use	Gamson’s	(2001:	18–19)	words,	enlightens	readers	about	the	
“falseness	of	celebrity”	and	“the	disruptive	notion	that	there	is	nothing	behind	a	fabricated,	
performed	image	but	layers	of	other	fabricated,	performed	images”.	
The	use	of	direct	address	in	People	SA	can	also	be	read	as	indicative	of	an	early	attempt	at	
creating	a	fictionalised	‘family-like’	community	that	includes	the	magazine,	the	
entertainment	personalities	themselves	as	well	as	the	readers:	what	Joke	Hermes	(1995:	
127)	calls	the	“extended-family	repertoire”.	This	sense	of	community,	which	is	also	fostered	
by	the	article’s	focus	on	the	kinds	of	flaws	(bushy	eyebrows	like	Brooke	Shields,	crossed	eyes	
and	scrawniness	like	Joan	van	Ark)	and	misjudgements	(unfortunate	make-up	choices,	
although	that	might	just	be	the	beauty-burden	of	the	1980s?)	readers	share	with	the	
entertainers,	again	emphasises	ordinariness.		
It	must	be	noted,	however,	that	although	a	sense	of	ordinariness	can	be	derived	from	the	
NOBODY’S	PERFECT	article,	it	is	still	relatively	subtle,	especially	compared	to	coverage	that	
can	be	classified	as	exemplary	of	the	Celebrity	Proper.	This	subtlety	can	for	the	most	part	be	
attributed	to	the	use	of	styled	and	posed	full-colour	portrait	photographs,	some	of	which	
even	appear	to	have	been	shot	in	a	professional	studio.	Compared	to	the	overwhelming	
sense	of	ordinariness	that	one	gains	from	the	unposed	and	candid	paparazzi	photographs	
that	were	employed	as	evidence	for	the	Celebrity	Proper,	the	sense	of	ordinariness	in	the	
NOBODY’S	PERFECT	article	relies	more	on	the	textual	description	than	on	the	supposed	
photographic	evidence,	which	has	clearly	been	ameliorated	by	professional	beauticians	and	
photographers.	Compared	to	the	ordinariness	that	underlies	the	Celebrity	Proper	figure,	the	
Emerging	Celebrity	in	People	SA	presents	us	with	a	much	more	obscure	and	rudimentary	
version.	
The	packaging	of	misbehaviour	
Visual	evidence	of	what	is	represented	as	physical	imperfection,	and	also	misbehaviour,	is	
not	the	only	thing	distinguishing	the	two	Celebrity	categories.	There	is	also	a	marked	
difference	in	the	way	magazines	around	the	turn	of	the	century	presented	questionable	
behaviour	as	part	of	the	Celebrity	package.	The	purported	misbehaviour	itself	remained	
roughly	the	same,	namely	“excessive	conspicuous	consumption,	exhibitionist	libidinous	
gratification,	drug	abuse,	alcohol	addiction,	violence”,	to	quote	Rojek’s	(2001)	observation.	
But	the	two	subcategories	concern	a	subtly	different	approach	to	these	excesses.		
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The	difference	is	slight,	and	I	could	only	see	it	in	retrospect,	in	comparison	to	the	evidence	
for	the	emergence	of	the	Celebrity	Proper.	In	the	representation	of	the	later	figure,	typical	of	
Celebrity	magazines	of	the	early	21st	century,	misbehaviour	is	typically	contextualised,	often	
through	speculative	psychological	analysis.	Arguably	lending	the	coverage	a	sympathetic	and	
perhaps	less	judgmental	overtone,	this	approach	could	be	said	to	be	aimed	at	a	possible	
identification	with	the	entertainment	personality	that	is	again	indicative	of	the	“extended-
family	repertoire”	that	Hermes	(1995)	identified	amongst	readers	of	these	magazines.	
Compared	to	Celebrity	Proper,	the	kind	of	approach	taken	to	misbehaviour	in	the	coverage	
surfacing	the	Emerging	Celebrity	is	much	more	synoptic,	perhaps	reminiscent	of	an	irregular	
‘catch-up’	with	a	distant	relative	who	gives	an	overview	of	what	has	transpired	in	the	past	
year.	Without	the	very	detailed	information	about	the	latest	piece	of	mischief	at	their	
disposal,	a	benefit	of	the	dedicated	so	called	showbusiness-news	agencies	of	the	new	
millennium,	the	magazines	of	the	late	20th	century	rather	give	a	broad-strokes	outline,	with	
little	of	the	suspense	that	is	characteristic	of	coverage	of	the	21st	century.	Unlike	21st-
century	Celebrity-magazine	coverage,	there	is	hardly	any	reference	to	individual	Celebrity	
story	arcs	that	have	been	traced	over	recent	issues,	and	the	issues’	lower	frequency	
compared	to	new-millennium	titles	is	of	course	a	handicap	in	this	regard.	So	sometimes	
there	are	incoherent,	even	seemingly	haphazard	individual	story	arcs	that	emerge	over	a	
relatively	short	period	of	time,	such	as	with	TV	actor	John	Ritter,	who	is	portrayed	as	happily	
married	by	People	in	January	198992	and	quite	the	opposite	in	a	March/April	issue	that	
year,93	without	much	warning	or	any	reference	to	the	earlier	article.		
Both	these	stories	mention	the	name	of	Hooperman,	the	character	John	played	in	the	
eponymous	series,	and	it	is	interesting	to	see	how	there	is	even	what	seems	to	be	a	
deliberate	blurring	between	the	private	and	public	personality	in	the	later	headline;	it	is	
John	going	through	divorce,	yet	the	headline	claims	that	it	is	Hooperman’s	marriage	that	is	
disintegrating.	We	also	saw	other	evidence	of	this	trend	on	the	cover	of	the	launch	issue.94	
Specifically,	the	cover	mentioned	Higgins,	the	character	from	the	television	series	Magnum	
P.I.,	instead	of	the	actor,	John	Hillerman.	In	this	same	cover	line,	the	“‘Murder	She	Wrote’	
sleuth”	appears,	without	the	name	of	the	character	or	actor	(Angela	Lansbury	played	the	
role	of	Jessica	Fletcher).	It	appears	as	if	this	treatment	is	specifically	extended	to	television	
																																								 																				
92	“WHY	JOHN	RITTER	GAVE	UP	LIFE	IN	THE	FAST	LANE:	HOOPERMAN	STAR	LOVES	HIS	FAMILY”,	
People,	11–24	January	1989.	
93	“THE	END	OF	A	FAIRY-TALE:	HOOPERMAN’S	11-YEAR	MARRIAGE	CRUMBLING”,	People,	29	March–
11	April	1989.	
94	People,	27	May	1987.	
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personalities,	and	not	as	much	to	film	performers	or	musicians,	and	it	is	also	an	approach	
specific	to	television	actors	that	would	continue	into	the	new	millennium.	This	trend	in	
People	SA	seems	to	provide	evidence	for	the	argument	that	television	personalities	generally	
simply	perform	as	themselves,	as	Graeme	Turner	(2004:	11)	argues,	“the	more	seamlessly,	
the	better”.	If	one	follows	this	argument,	notions	of	ordinariness	and	authenticity	emerge	in	
the	way	the	personalities	are	covered,	even	if	only	suggestively.		
It	is	suggested	above	that	the	addition	of	television	personalities	to	the	group	of	people	
being	covered	in	magazines	brought	about	a	de-glamorisation	and	ordinariness,	factors	that	
could	be	seen	as	by-products	of	the	international	trend	in	Celebrity	journalism	towards	the	
end	of	the	20th	century	of	emphasising	the	idea	of	imperfection	and	misbehaviour.	Yet	
Deborah	Jermyn	(2006:	81)	points	out	that,	“for	non	US	[television]	audiences,	the	
programmes’	geographical	distance	feeds	in	to	a	sense	of	their	stars	being	less	immediately	
ordinary	and	familiar,	and	perhaps	more	particularly	‘desirable’”.		
This	is	an	interesting	observation	to	consider	for	the	South	African	context,	as	‘desirability’	is	
hardly	the	term	one	would	use	to	describe	the	main	sentiment	underlying	coverage	of	
television	personalities	(and	other	performers)	in	People	SA.	Quite	the	contrary,	in	fact.	But	
despite	the	stories	about	their	relationships	failing	and	their	behaviour	not	always	being	
‘acceptable’,	the	mere	fact	that	the	US	personalities	were	physically	far	away	from	and	
beyond	the	reach	of	the	South	African	readers	of	People	perhaps	contributed	to	their	
desirability.		
This	desirability	could	also	be	seen	as	contributing	to	the	extraordinary,	which	needs	to	be	
present	for	a	personality	to	warrant	coverage.	Moreover,	the	extraordinariness	should	not	
be	overshadowed	by	the	ordinary;	there	should	always	be	a	balance	between	the	two.	The	
idea	that	the	ordinary	might	dominate	the	extraordinary	in	the	figure	of	the	television	
personality,	consequently	diminishing	their	desirability	and	readers’	interest	in	them,	might	
be	a	way	to	explain	the	preference	for	international	actors	with	their	distance-induced	
desirability,	and	the	simultaneous	absence	generally	of	local	television	performers	in	the	
People	SA	coverage.		
As	the	details	coming	from	the	sources	in	Hollywood	were	no	doubt	scant	and	erratic	at	the	
time,	timelines	in	articles	were	generally	kept	vague	and	did	not	specify	details,	as	is	clear	
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from	the	article	“CHILD	STAR	DREW	BARRYMORE	TREATED	FOR	DRUG	ADDICTION”.95	The	
article	notes	that	the	thirteen-year-old	actor	“has	been	admitted	for	treatment	in	a	drug	
clinic”	and	“is	undergoing	a	month’s	intensive	treatment	for	her	drug	problems	at	special	
centre	in	Los	Angeles,	USA”,	but	there	are	no	specifics	about	when	she	was	admitted	or	
when	she	was	expected	to	leave;	the	absence	of	suspense	here	is	palpable.	Like	the	majority	
of	the	personalities	covered	by	People	SA,	the	actor	is	identified	in	the	headline	by	both	her	
full	name	(forename	and	surname)	and	a	short	title,	“child	star”,	which	seems	to	indicate	
that	readers	might	not	be	familiar	with	her	yet;	as	with	the	Barnard-Setzkorn	article	cited	
earlier,	the	“extended-family	repertoire”	is	yet	to	emerge.	This	also	seems	to	be	evident	
from	the	fact	that	the	article	gives	a	sobering,	if	somewhat	condescending,	near-
chronological	overview	of	her	life	since	she	gained	global	fame	from	the	lead	role	in	the	
Steven	Spielberg-directed	film	ET	at	the	age	of	seven:		
Spielberg	described	her	then	as	“seven,	going	on	29”.	[S]tarted	her	career	in	a	dog-
food	commercial	when	she	was	11	months	old.	[…]	She	took	over	a	disco	until	2	am	for	
her	10th	birthday	party	[…]	By	the	time	she	was	12,	she	had	the	body	of	an	18-year-old	
[…]	At	13	she	[…]	developed	such	a	crush	on	Moonlighting	star	Bruce	Willis	that	she	
had	to	be	barred	from	the	studios	after	she	kept	pestering	him	during	filming…	
The	rumours	about	the	teenage	Drew’s	apparently	inappropriate	‘adult’	behaviour	in	this	
excerpt	are	further	supported	by	her	first-person	admissions	and	denials.	It	has	been	argued	
that	coverage	surfacing	Celebrity	seems	to	distinguish	itself	from	magazine	representations	
of	the	Star	because	it	relies	not	only	on	gossip	and	rumour	but	also	on	confession,	in	first-
person	accounts,	which,	with	its	strong	religious	connotation	to	sin,	would	of	course	
necessarily	suggest	the	notion	of	transgression,	especially	so-called	sins	of	the	flesh.	Momin	
Rahman	(2008)	argues	that	confession	testifies	“to	the	voyeuristic	and	scandalous	impulses	
of	celebrity	culture”	and	“provides	a	specific	format	in	which	scandal	or	criticism	is	replayed,	
confronted,	managed	[…]	providing	a	dramatic	component	to	celebrity	culture”	(Rahman	
2008:	134).		
I	would	rather	relegate	the	first-person	account	included	in	this	article,	of	Drew’s	childhood	
being	“anything	but	normal”	and	also	her	“favourite	fantasy”	of	her	and	a	friend	getting	
their	driver’s	licences	and	“jumping	into	a	450	SL	Mercedes	with	a	pink	interior	and	a	black	
exterior.	We’ll	cruise	the	Boulevard	and	pick	up	two	cute	guys.	Later	we’ll	get	rid	of	them	and	
pick	up	two	more.	In	the	afternoon	we’ll	get	a	massage	and	a	facial	and	make-up”	to	the	
																																								 																				
95	“CHILD	STAR	DREW	BARRYMORE	TREATED	FOR	DRUG	ADDICTION”,	People,	25	January–7	February	
1989.		
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realm	of	admission,	although	the	elaborate	and	lavish	fantasy	does	succeed	in	injecting	a	
sense	of	the	extraordinary	into	the	coverage.	However,	the	intimate	and	invasive	question	
about	whether	she	is	still	a	virgin	and	her	evasive	answer	has	a	definite	sense	of	the	
confessional	about	it:		
“I	am	just	a	13-year-old	girl	who	happens	to	work	in	the	movies.	That	gives	you	insight	
to	pose	for	the	camera	and	give	off	any	image	you	care	to	project.	How	much	is	the	
real	me	and	how	much	is	role-playing	is	my	secret”.	
As	the	Celebrity	industry	becomes	more	nuanced	towards	the	beginning	of	the	new	
millennium,	confession	would	come	to	be	used	much	more	strategically	by	the	Celebrity	
Proper,	as	there	appears	to	be	more	control	over	their	release,	especially	with	regards	to	
exclusive	rights	for	specific	publications	or	television	shows,	which	implies	using	them	
strategically	to	serve	rather	than	detract	from	the	image	of	the	entertainment	personality.	
Television	talk-show	host	Oprah	Winfrey,	for	instance,	would	become	one	of	the	favoured	
confessors	of	many	entertainment	personalities	in	the	21st	century.	On	television,	as	well	as	
in	the	printed	media	and	especially	the	weekly	magazines,	these	confessions	would	often	
come	to	be	supplemented	by	more	extensive	contextualisation	of	the	troubled	
entertainment-personality	soul,	through	psychological	analysis	on	the	part	of	the	talk-show	
host	or	magazine	staff.		
3.2	Barbra	Streisand	does	Emerging	Celebrity		
A	sense	of	confession	and	a	glimpse	into	the	inner	emotional	life	are	amongst	the	reasons	an	
article	on	Hollywood	actor	and	singer	Barbra	Streisand	in	People	SA	of	1989	is	a	good	
example	of	coverage	surfacing	the	Emerging	Celebrity.96	
The	article,	which	could	be	said	to	be	a	typical	example	of	People	SA’s	coverage	of	
entertainment	personalities	at	the	time,	was	prominently	placed	(on	page	two)	in	the	
magazine	and	linked	to	the	main	cover	image	and	cover	line.		
The	page	allocation	inside	the	magazine	is	one	single	page,	and	there	is	no	explicit	time-
bound	element	or	‘news	hook’	given	to	explain	the	story’s	publication	at	this	point.	
Consequently,	the	article	takes	somewhat	of	a	‘life-story’	approach,	giving	details	of	
Streisand’s	childhood,	as	well	as	more	recent	information.	People	SA	still	includes	these	life	
stories	of	individual	entertainers	in	its	editorial	mix,	but	allocates	much	less	space,	page-
																																								 																				
96	“Poor-little-rich-girl	Barbra	Streisand	is	still	insecure”,	People,	11–24	January	1989.	
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wise,	than	magazines	earlier	in	the	century,	and	takes	a	different	approach,	in	that	it	focuses	
on	the	‘highlights’	of	the	personality’s	life	but	also	on	their	continuous	fallibilities,	doubts	
and	anxieties.	Describing	Barbra	as	“the	world’s	most	bankable	actress”,	at	an	estimated	
net-worth	of	R170	million	at	the	time,	the	article,	for	instance,	points	out	how	the	
Hollywood	fairy	tale	eludes	her,	maintaining	that,	“[S]he’s	still	as	insecure	as	when	she	was	
growing	up	in	the	harsh	environment	of	Brooklyn,	New	York,	USA,	clinging	to	a	hot-water-
bottle	cover,	her	only	toy,	for	comfort”.		
It	could	be	argued	that	the	magazine	deliberately	used	the	(possible)	vulnerability	and	
anxiety	she	apparently	displayed	in	her	private	life	to	contradict	or	resist	what	Dyer	(1979:	
111–113)	calls	her	“on-screen	social	typification”,	which	she	likely	acquired	by	
characteristically	being	cast	as	a	strong	and	independent	female	character.	As	June	Sochen	
(1998:	78)	argues,	Streisand’s	film	roles	“all	qualify	as	thoughtful	efforts	to	portray	women	
as	intellectually	formidable,	interested	and	engaged	in	their	society”.	Local	film	audiences	
and	entertainment	magazine	readers	would	for	instance	have	seen	her	in	the	leading	role	in	
the	1983	film	Yentl,	in	which	she	plays	a	Jewish	girl	who	assumes	a	male	identity	in	order	to	
acquire	the	Jewish	Talmudic	education	reserved	for	males.	Not	only	does	she	play	a	feisty,	
precocious	character	in	the	film,	but	she	also	directed,	co-wrote	and	co-produced	Yentl	at	a	
time	when	the	Hollywood	film	production	industry	was	still	very	much	male	dominated.	
Yentl	was	nominated	for	a	number	of	awards,	and	Streisand	won	the	1984	Golden	Globe	for	
film	direction,	the	first	woman	to	receive	this	accolade	in	the	then	forty-year-old	existence	
of	the	Hollywood	Foreign	Press	Association’s	annual	awards	ceremony.97	
As	a	woman	pioneer	in	the	film-production	industry	and	independently	minded	screen	
heroine,	Barbra’s	public	image	is	apparently	one	of	“ferocity”,	the	magazine	argues,	yet	it	
emphasises	her	contradictory	private	life:	“Oddly”,	the	article	argues,	“the	actress	who	has	a	
public	reputation	for	ferocity	is	seldom	difficult,	obstructive	or	temperamental	in	private.	She	
is	anxious,	guilt-driven	and	fearful	of	being	seen	as	vulnerable,	especially	to	men.”	She	also	
acknowledges	that	“she’s	still	driven	by	self-doubt”	despite	her	self-confessed	“big	ego”.	
Between	this	confession	about	being	internally	conflicted	and	the	third-person	observation	
about	her	personality	in	private,	we	see	evidence	of	the	exploration	of	the	emotional	or	
inner	life,	a	characteristic	that	distinguishes	Celebrity	coverage	from	that	surfacing	the	Star.		
The	apparent	psychological	observations	apply	to	her	personality	generally	and	bring	a	
sense	of	the	‘life	story’	to	this	article.	This	is	important,	as	psychologisation	becomes	more	
																																								 																				
97	By	2018,	she	was	still	the	only	woman	to	have	won	this	award.	
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pervasive	as	we	move	into	the	21st	century.	This	is	perhaps	because	going	forward,	we	will	
see	how	the	(often	amateur)	analysis	and	observation	in	the	coverage	is	applied	not	as	much	
to	the	general	temperament	and	character	of	the	personality,	and	thus	to	their	life	story,	but	
more	often	to	a	specific	incident	or	series	of	incidents	of	questionable	behaviour.	In	this	
way,	the	delving	into	the	psyche	will	start	taking	place	around	story	arcs	rather	than	around	
the	general	life	story	of	the	personality,	which	ensures	a	steady	stream	of	material	or	
episodes	for	weekly	magazine-publishing.		
Instead	of	idealising	her	high-profile	relationships	with	other	entertainers,	the	People	SA	
article	deliberately	emphasises	their	flawed,	problematic	nature.	By	the	time	the	article	
appeared,	she	was	already	a	divorcée,	as	she	had	been	married	to	actor	Elliott	Gould	from	
1963	to	1971,	and	remained	the	primary	parent	for	their	son,	Jason	Gould.	Not	only	does	
the	article	discuss	her	divorce	from	Elliott,	but	it	also	mentions	that,	“[s]he’s	dated	a	long	
line	of	celebrities,	including	hairstylist	John	Peters,	former	Canadian	Prime	Minister	Pierre	
Trudeau	and	ice	cream	mogul	Richard	Baskin.”	Her	relationship	with	fellow	actor	Don	
Johnson,	whom	South	African	readers	certainly	would	have	recognised	from	the	television	
series	Miami	Vice,	“had	more	ups	and	downs	than	a	roller	coaster	and	in	the	end	they	
collapsed	in	acrimony”.	Streisand	speculates	that	her	dismal	romantic	life	is	the	result	of	her	
lovers	feeling	“intimidated”	by	her.	“I	probably	scared	the	hell	out	of	them”,	she	exclaims,	
“So	I	lost	myself	in	my	work,	always	thinking	that	the	next	time	there	would	be	a	guy	who	
wouldn’t	turn	tail	and	run”.		
Besides	exposing	loneliness	and	heartache,	the	article	also	in	a	certain	way	appears	subtly	to	
pierce	the	image	of	the	Star	that	had	been	so	carefully	produced	by	the	Hollywood	film	
industry	over	much	of	the	20th	century,	which	was	one	involving	perfect	and	glamorous	
private	lives.	It	undoubtedly	retains	an	element	of	the	extraordinary	and	the	glamorous	on	
the	one	hand	by	mentioning	Barbra’s	immense	wealth.	It	for	instance	notes	that	the	“ranch-
style	house	on	the	beach	in	Malibu”,	where	she	was	interviewed,	is	but	“one	of	seven	homes	
she	has	in	California,	USA”	and	that	the	“house	has	a	rich	collection	of	paintings	and	
antiques.	She	admits	a	flock	of	dealers	comb	the	auction	houses	of	the	world	seeking	new	
treasures	for	her”.	The	article	also	notes	that	by	her	own	admission,	“[S]he	earns	R2	200	an	
hour	–	every	hour	of	the	day	of	every	week	of	every	year.”		
Yet	there	is	arguably	also	a	hint	of	the	less	glamorous,	or	at	least	the	more	ordinary	and	
domesticated,	in	the	article’s	observation	that	she	actually	cooks	for	herself.	Not	only	does	
Barbra	mention	her	own	cooking	to	the	author	of	the	People	article,	she	reportedly	actually	
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demonstrates	it,	by	whisking	eggs	for	an	omelette	while	being	interviewed.	Note	how	the	
much-discussed	ordinary-extraordinary	divide	surfaces	here;	she	might	be	extraordinary	
given	the	fact	that	she	owns	multiple	homes	in	California	alone,	has	a	“flock	of	[arts	and	
antiques]	dealers”	at	her	beck	and	call	and	earns	a	fortune,	yet	she	is	also	quite	ordinary,	as	
she	does	not	appear	to	have	a	large	domestic	team	with	a	cook	preparing	meals	for	her;	she	
takes	care	of	this	herself.	The	fact	that	there	is	an	eyewitness	account	involved	in	this	article	
could	be	read	as	an	attempt	at	making	an	ever	more	compelling	case	for	what	Christine	
Geraghty	(2000:	184)	has	described	as	the	“surprisingly	ordinary	domestic	life”	of	the	Star.		
A	somewhat	“watered-down”	legacy	of	the	New	Journalism	movement	of	the	1960s	and	
1970s,	as	Gerald	Russello	(2005)	argues,	the	late	20th-century	entertainment	personality	
profile’s	trend	of	weaving	first-hand	observations	made	during	the	interviewing	process	into	
the	final	article	is	important.	Not	only	does	it	contribute	to	the	notion	of	accessibility	to	the	
entertainment	personality,	which	can	be	seen	to	contribute	to	the	idea	of	their	ordinariness,	
but	it	is	also	significant	as	it	foregrounds	a	key	element	of	the	next	representation	of	fame	
identified	in	this	thesis,	of	showing	the	“surprisingly	ordinary	domestic”	(Geraghty	2000:	
184)	life	of	the	star	by	providing	photographic	evidence.	Thus	whereas	Emerging	Celebrity	
coverage	relies	upon	the	writer’s	eyewitness	accounts	of	the	personalities	engaged	in	their	
ordinary	everyday	activities,	Celebrity	Proper	coverage,	as	the	next	chapter	will	show,	will	
come	to	rely	on	photographic	evidence	of	it.	In	a	certain	way,	Emerging	Celebrity	coverage	
finally	allows	the	reader	to	become	a	kind	of	eyewitness	to	the	Celebrity	phenomenon.		
Another	trend	that	appears	to	emerge	in	this	People	SA	profile	piece,	that	of	interviewing	
the	entertainment	personality	in	the	private	space	of	their	home,	is	also	significant,	as	it	can	
be	said	to	symbolise	the	continuing	collapse	of	the	boundaries	between	the	public	and	
private	that	characterises	the	trajectory	of	20th-century	fame.	Compared	to	early	20th-
century	magazine	coverage,	where	very	little	or	no	mention	was	made	of	private	life,	
depictions	of	the	private	life	of	the	Star	permeated	magazine	coverage	of	the	mid-20th	
century.	Later	in	the	century,	this	penetration	of	the	private	realm	was	taken	one	step	
further	as	the	home,	that	inner	sanctum,	was	penetrated	and	subsequently	incorporated	
into	the	coverage	and	the	entertainer	image,	as	this	People	SA	article	so	subtly	does.	If	the	
home	is	viewed	as	symbolic	of	the	Star’s	private	life,	it	is	significant	to	note	in	this	instance	
that	in	the	hierarchy	of	rooms	contained	within	the	confines	of	the	walls	of	a	home,	the	
kitchen	is	usually	construed	as	more	private	than	reception	areas	such	as	living	room,	
lounge,	dining	and	drawing	room.	The	only	two	rooms	more	private	than	the	kitchen,	
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arguably,	are	the	bedroom	and	the	bathroom.	Thus,	the	fact	that	at	least	a	section	of	the	
interview	is	said	to	take	place	in	the	kitchen	can	be	read	as	an	indication	that	her	private	life	
has	been	at	least	moderately	exposed,	not	as	exposed	as	it	would	have	been	had	the	
ultimately	private	spaces	of	bedroom	or	bathroom	been	infiltrated,	yet	considerably	more	
exposed	than	if	the	interview	had	taken	place	in	a	reception	area	of	her	Malibu	beach	
house.	
The	eyewitness	account	of	Barbra’s	omelette	preparation	leads	into	a	brief	exchange	that	
reveals	her	reasons	for	cooking	for	herself:	“When	I’m	nervous,	I	need	to	eat”,	she	is	quoted	
as	saying.	“I	used	to	have	a	cook,	but	she	was	always	piling	my	plate	even	when	I	wasn’t	
nervous.	Cooking	for	myself	is	one	way	to	avoid	gaining	weight.”	Her	admission	that	her	
weight	and	by	extension	her	physical	appearance	is	not	quite	perfect	is	interesting,	as	it	
seems	to	signal	a	move	away	from	a	dominant	perception	in	Star	coverage;	the	perception,	
as	Liesbet	van	Zoonen	and	Emily	Harmer	(2011:	94)	have	pointed	out,	that	entertainers,	
especially	women,	are	endowed	with	“beauty,	enigmatic	appeal	and	corporeal	perfection”.	
This	confession	can	also	be	interpreted	as	an	indication	that	the	entertainer	is	ordinary	and	
‘just	like’	the	reader	in	terms	of	having	to	be	vigilant	not	to	gain	weight.	This	comment	could	
simultaneously	be	read	as	a	subtle	indication	of	a	self	that	is	vulnerable	to	stress	and	a	body	
that	is	less	than	perfect,	a	body	that,	it	seems,	is	interpreted	as	somewhat	problematic	or	
flawed.	
Conclusion	
As	entertainers	started	dominating	weekly	consumer-magazine	coverage	towards	the	end	of	
the	20th	century,	the	heroic	element	that	had	been	so	pervasive	in	coverage	of	individuals	in	
early	20th	century	magazines	dwindled.	Furthermore,	as	the	coverage	from	People	SA	
magazine	seems	to	show,	coverage	of	these	entertainers	further	eroded	the	divide	between	
their	public	and	often	choreographed	and	produced	private	lives.	This	erosion	was	achieved	
by	a	deliberate	dismantling	of	the	neat,	sanitised	private	existence	portrayed	under	the	so-
called	Hollywood	marketing	machine	before	its	final	disbandment	in	the	latter	half	of	the	
20th	century.	Exposure	of	the	shortcomings,	flaws,	errors,	misjudgements	and	
transgressions	in	the	private	lives	of	these	entertainers,	often	through	their	own	admission,	
in	confessions	that	were	subsequently	disclosed	to	the	press,	with	or	without	their	
knowledge	and	permission,	was	the	main	way	in	which	the	magazines	went	about	their	task	
of	taking	apart	the	Star	image	the	Hollywood	publicity	mechanism	had	so	carefully	crafted	
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for	its	performers.	It	was	a	mechanism	that	was	also	appropriated	by	other	entertainers	and	
personalities	bent	on	a	life	in	the	public	eye.		
It	has	been	proposed	that	a	significant	distinction	could	be	drawn	between	how	weekly	
magazines	portrayed	well-knownness	in	the	mid-20th	century	and	how	this	came	to	be	done	
towards	the	end	of	the	millennium,	and	that	this	distinction	merits	a	separate	
categorisation.	Even	though	the	terms	‘star’	and	‘celebrity’	are	used	interchangeably	in	both	
popular	and	academic	literature,	the	term	Star	is	used	here	to	signal	the	figure	conceived	by	
Hollywood	and	the	term	Celebrity	for	the	Star	image	tinged	by	imperfection,	flaw	and	also	a	
sense	of	misbehaviour.		
This	is	an	understanding	of	well-knownness	that	became	dominant	in	popular	magazines	
from	the	end	of	the	twentieth	century	onwards.	In	South	Africa,	the	magazine	titles	that	
surfaced	this	understanding	as	the	new	millennium	approached	included	People	but	also,	
even	if	more	subtly,	the	weekly	family	titles	Drum	and	Huisgenoot,	which	became	stable-
mates	in	the	early	1980s,98	and	also	Personality	magazine.	Yet	it	is	arguably	the	local	edition	
of	the	British	Celebrity	weekly	heat	that	seemed	to	radicalise	the	notion	of	Celebrity	on	the	
South	African	media	landscape.	Consequently,	using	coverage	from	heat,	the	more	radical	
Celebrity	Proper	figure	will	be	explored	in	the	following	chapter.	
This	chapter	had	conjured	up	the	image	of	descent	or	fall,	from	the	heavens	to	the	earth,	
from	Stars	to	People,	so	as	to	open	the	discussion	of	an	understanding	of	fame	based	on	the	
notion	of	imperfection	and	misbehaviour.	The	emphasis	in	the	coverage	is	on	entertainers	
showing	imperfections	and	being	badly	behaved	and	generally	troubled.	This	departs	from	
contemplation,	in	typical	coverage	earlier	in	the	century,	of	the	glamour,	success	and	
otherwise	alluring	elements	of	figure	exported	through	the	Hollywood	fanzine	stardom	
blueprint	of	the	early	20th	century.	But	something	of	the	glamour	of	old	Hollywood	is	
regained	in	spite	of	the	continued	presence	of	imperfection	and	misbehaviour	in	the	
representation	of	Celebrity	Proper.	At	least	one	reading	of	the	word	‘hot’,	implied	in	the	title	
of	the	magazine	heat,	suggests	appeal	or	cachet,	and	an	understanding	of	fame	that	
appeared	to	be	based	largely	on	the	enticing	appeal	of	flaw	will	be	explored	in	the	next	
chapter.	
	 	
																																								 																				
98	Nasionale	Pers,	the	founding	company	of	Huisgenoot,	acquired	Drum	magazine	from	its	founder,	
Jim	Bailey,	in	1984.	
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Chapter	4:	
Celebrity	Proper:	heat	SA	in	the	early	21st	century	
The	emergence	of	the	notion	of	‘imperfection’	of	many	kinds	in	magazine	coverage	of	
entertainment	personalities	around	the	turn	of	the	20th	century	has	been	noted	in	the	
literature.	Here	it	is	argued	that	this	growing	focus	in	entertainment	journalism	can	be	taken	
further,	and	that	one	could	identify	two	different	kinds	of	figures	surfacing	from	coverage	
predominantly	preoccupied	with	what	could	broadly	be	described	as	flaws	or	problematic	
behaviour.		
In	coverage	surfacing	the	Emerging	Celebrity,	imperfection	and	fallibility	are	referenced	with	
errors	of	judgement	and	misbehaviour	in	the	private	life	and	even	the	first	tentative	
mentions	of	what	are	portrayed	as	physical	flaws.	What	we	see	in	the	coverage	of	the	
private	life	of	the	Emerging	Celebrity	is,	in	many	ways,	the	opposite	of	what	we	see	in	that	of	
the	Star:	fairy-tale	romances	and	happy	families	represented	as	essentially	ideal	and	
‘perfect’	make	way	for	stories	of	everything	but,	namely	heartache,	loneliness,	divorce	and	
single	parenthood.	This	emphasis	on	imperfection	in	its	various	guises	seems	to	be	further	
elaborated,	refined	and	amplified	going	into	the	21st	century.	Hence	the	classification	of	the	
transitional	figure	dominating	late	20th-century	coverage,	as	an	emerging	one,	as	elements	
characterising	this	figure	appear	to	become	more	radicalised	in	the	first	decade	of	the	new	
millennium.	This	was	one	of	the	major	reasons	influencing	the	decision	to	distinguish	
between	what	is	called	Emerging	Celebrity	and	its	successor,	Celebrity	Proper.	Although,	
with	the	predominant	focus	in	the	coverage	on	problematic	and	even	sometimes	downright	
risqué	behaviour,	it	was	tempting	to	call	this	figure	the	Celebrity	Improper.		
The	radicalisation	is	achieved	in	part	by	a	shift	to	a	largely	visual	approach	to	providing	
evidence	of	imperfection	and	misbehaviour	in	Celebrity	Proper	coverage.	The	visual	evidence	
referred	to	here	is	for	the	most	part	candid	and	apparently	unauthorised	paparazzi	
photography	of	personalities	seemingly	going	about	their	private	lives.	This	group	of	
photographers	are	among	those	that,	as	Redmond	(2006:	33)	argues,	“function	to	show	us	
the	star,	celebrity	or	personality	as	blotchy,	spotty,	over/underweight,	drunk	and	disorderly,	
dishevelled,	drugged,	angry,	violent,	deceiving,	hiding,	lying,	stealing,	naked,	knickerless,	
bra-less,	lewd,	promiscuous,	or	metaphysically	‘lost’”.		
This	description,	which	to	some	extent	resembles	adolescent	mischief,	is	important,	as	it	
summarises	the	kind	of	behaviour	that	is	most	often	included	in	the	coverage.	In	other	
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words,	it	answers	one	of	the	guiding	questions,	namely	how	a	personality	gets	covered,	by	
giving	a	clear	indication	of	the	kind	of	behaviour	that	would	be	exposed	in	the	magazine.	
The	candid	photograph	can	be	said	to	be	a	main	contributor	to	the	sense	of	ordinariness	and	
truth	supposedly	surfacing	from	the	coverage.	With	reference	to	Allan	Sekula’s	“theory	of	
the	higher	truth	of	the	stolen	image”,	Adrienne	Lai	(2006:	219)	notes	that	there	is	a:		
presumption	that	candid,	unguarded	images	are	more	natural,	and	thus	more	
truthful,	reflecting	more	of	the	subject’s	‘inner	being’	[…]	This	notion	of	the	camera	as	
a	tool	of	penetration	and	revelation	[…]	is	particularly	cogent	in	the	celebrity	context,	
where	artifice	and	image	dominate.	
The	idea	of	these	supposedly	unposed	photographs	being	reflective	of	the	‘inner	being’	of	
the	entertainment	personality	is	extended,	in	Celebrity	Proper	coverage,	with	a	further	
exploration	of	the	inner	life	of	the	entertainer.	We	saw	some	initial	indications	of	a	move	to	
the	interior	in	Emerging	Celebrity	coverage	in	terms	of	evidence	of	first-person	admissions	
and	reflections,	often	of	self-doubt,	misgivings	and	anxiety	or	what	could	broadly	be	called	
‘being	troubled’.		
These	admissions	generally	seemed	to	reveal	errors	of	judgement	or	of	behaviour	deemed	
as	inappropriate	or	unfortunate.	And	although	there	was	not	necessarily	the	idea	of	sin	in	a	
religious	sense,	the	notion	of	confession	seems	to	surface	in	the	coverage.	Bolstered	by	the	
evidence	provided	by	candid	paparazzi-style	photographs,	Celebrity	Proper	coverage	
appeared	more	focused	on	the	confessional,	which	Redmond	(2008:	110)	defines	as	“any	
moment	in	which	a	star,	celebrity,	or	fan	engages	in	revelatory	acts”.		
The	idea	of	confession	connotes	transgression.	Confession	is	also	understood	to	reveal	at	
least	something	about	the	inner	life	of	the	entertainment	personality,	or	what	Jo	Littler	
(2004:	13)	calls	“emotional	interiority”.	There	seem	to	be	even	further	attempts,	in	Celebrity	
Proper	coverage,	to	reveal	and	supposedly	understand	the	inner	life	of	the	entertainer.	This	
is	done	through	amateurish	psychologisation	or	analysis	of	often-photographed	behaviour	in	
public.		
Typical	Celebrity	Proper	coverage	avoids	career	histories	and	characteristically	applies	
psychological	analysis	at	particular	moments	to	story	arcs	unfolding	over	one	or	more	
consecutive	weeks	at	a	time,	with	a	keen	interest	in	minutiae	that	is	evident	also	in	a	specific	
kind	of	visual	approach	to	the	storytelling.	This	interest	in	the	small	detail	is	a	distinctive	
characteristic	in	terms	of	the	trajectory.	Until	the	21st	century,	the	life	story	of	the	famous	
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figure,	which	was	covered	in	lengthy,	text-heavy	accounts	and	even	sometimes	serialised	
and	published	over	several	months,	had	a	clear	presence.	But	with	the	dawn	of	the	new	
century,	no	doubt	driven	by	the	weekly	publication	schedule	and	also	the	idea	of	‘breaking’	
Celebrity	news,	magazine	coverage	increasingly	became	oriented	around	the	small	detail	
and	story	arc	of	a	particular	moment	rather	than	the	biographical	life	story.	
To	summarise,	Celebrity	Proper	coverage	is	typically	high-frequency	exposure	of	
entertainment	personalities’	private	lives	and	specifically	what	could	be	portrayed	as	
physical	flaws	and	scandalous	behaviour	at	certain	key	moments.	Photographic	‘evidence’	
and	a	sustained	psychological-analysis-style	narrative	support	this.	With	its	keen	
preoccupation	with	imperfection	and	misbehaviour,	this	kind	of	editorial	approach	certainly	
ran	the	risk	of	giving	way	to	coverage	that	would	be	unappealing	to	its	intended	readership.		
Yet,	despite	the	potential	for	losing	reader	interest,	the	Celebrity	Proper	figure	would	remain	
a	compelling	one,	at	least	for	a	while.	This	is	perhaps	because,	at	least	in	heat,	this	threat	of	
a	much-too	‘ordinary’,	bleak	and	even	tragic	figure	was	successfully	countered	or	tempered	
by,	in	the	first	instance,	careful	selection	of	personalities	to	be	included	in	the	coverage	to	
exude	some	glamour,	gloss	and	appeal.	This	was	to	deliberately	bring	about	a	countervailing	
sense	of	the	extraordinary.	So	even	though	the	focus	of	the	coverage	was	on	scandalous	
behaviour,	there	was	enough	balancing	allure	in	the	selection	of	figures	to	appear	in	the	
magazine.	In	addition,	the	magazine	took	an	ironic,	satirical	editorial	approach	to	coverage.		
heat	is	arguably	one	of	the	pioneers	of	this	early	21st-century	representation	of	fame,	hence	
the	selection	of	this	title	to	explore	the	Celebrity	Proper	category.	This	juxtaposition	
between	the	‘appalling	and	the	appealing’	is	evident	in	the	comments	from	Mark	Frith	
(2008),	one	of	the	early	editors	of	the	original	(British)	edition	of	heat,	in	his	memoirs,	that	
gossip,	glamour	and	fashion	were,	for	instance,	the	three	elements	that	made	David	and	
Victoria	Beckham	the	perfect	couple	to	feature	for	heat	UK.	Feasy	also	describes	heat	as	
simultaneously	“nosy”,	connoting	‘exposé’	and	thus	transgression,	and	“cool	and	
glamorous”	(Feasy,	2008:	688).	In	addition,	Sarah	Jane	Baker	(2006:	8)	writes	that	heat	UK	
was	targeted	at	those	interested	in	fashion	as	well	as	“celebrity	gossip	and	scandal”.	
heat	South	Africa,	which	was	established	in	May	2004,	five	years	after	the	original	edition	
had	been	launched	in	the	UK,	remained	true	to	this	editorial	formula	of	exposing	
entertainment-personality	scandal	while	simultaneously	showcasing	the	cool	and	the	
glamorous	side	of	fame.		
	 125	
As	with	the	Emerging	Celebrity,	the	reasons	for	the	Celebrity	Proper	dominating	the	local	
weekly	magazine	landscape	are	less	evident	than	they	were	for	the	Star	dominating	1950s	
Drum	and	the	Epic	Hero	being	dominant	in	early	20th	century	Huisgenoot.	
The	readers’	interest	could	be	said	to	be	in	misbehaviour	in	the	sense	of	pleasures	of	the	
flesh,	or,	to	be	more	explicit,	sex	scandals,	with	the	term	‘heat’	of	course	also	having	that	
connotation.	The	local	interest	in	sex	scandals	is	perhaps	not	so	surprising	given	the	swift	
and	sudden	change	in	terms	of	sexual	freedom	following	the	dawn	of	democracy	in	South	
Africa	in	1994.	Deborah	Posel	(2005:	129)	explains	how	before	democracy,	“stringent	
censorship	and	a	regime	of	moral	prohibition	were	seen	as	critical	weapons	in	efforts	to	[…]	
preserve	the	rigours	of	a	‘civilized’	way	of	life”,	yet	afterwards,	“[T]here	has	been	a	veritable	
explosion	of	sexual	imagery,	display	and	debate”	and	that,	“Issues	of	sexuality	have	an	
extraordinary	prominence”.	She	also	writes	of	how	after	1994	there	was	“an	abundant	
circulation	of	movies,	magazines,	and	pornography,	previously	considered	taboo”	(Posel	
2005:	130).		
In	a	new	and	radically	changed	environment	in	which,	heat	SA	capitalised	on	its	status	as	the	
only	weekly	magazine	that	was	not	branded	and	marketed	as	a	family	title	to	focus	mainly	
on	sex	scandals.	All	heat’s	local	competitors	were	either	family	titles	or	had	a	religious	ethos,	
and	this	probably	had	to	be	fairly	discerning	about	the	nature	of	their	showbusiness	content	
and	steer	clear	of	especially	visually	explicit	material.	These	competitors	included	
Huisgenoot	and	YOU,	its	English	equivalent;	People,	its	Afrikaans	equivalent,	Mense;	Drum;	
and	Move!,	a	weekly	magazine	aimed	at	an	aspiring	middle-class	black	women	readership,	
which	was	launched	in	2005.	
Although	heat	SA	emulated	heat	UK	in	its	publicisation	of	sexual	mischief	and	other	
scandalous	behaviour	that	showbusiness	personalities	got	up	to	in	their	private	lives,	it	is	
interesting	to	note	that	the	two	editions	differed	in	terms	of	the	specific	personalities	
represented.	In	other	words,	there	is	a	divergence	in	terms	of	who	was	covered.	Who	is	
deemed	worthy	of	coverage	or	who	merits	coverage	has	been	a	guiding	question	in	this	
thesis.	Coverage	in	both	editions	was	primarily	of	showbusiness	and,	to	a	lesser	extent,	of	
sports	personalities,	so	it	could	be	said	that	the	same	types	of	people	were	covered	in	both	
heat	UK	and	heat	SA.	However,	if	one	looks	more	closely	at	where	or	in	which	medium	these	
entertainers	achieved	fame	in	their	public	lives,	there	are	differences	between	the	local	and	
the	original	brand.		
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In	particular,	on	the	back	of	what	Turner	(2010)	calls	the	“demotic	turn”,	referring	to	the	
greater	presence	of	‘ordinary’	or	real	people,	in	the	media	and	elsewhere,	the	original	
edition	of	heat	has	always	featured	a	strong	contingent	of	reality-television	performers.	
Holmes	(2005:	23)	notes	that,	with	specific	reference	to	heat	UK,	these	magazines	“have	
developed	a	symbiotic	relationship	with	the	celebrity	culture	of	Reality	TV”,99	particularly	
because	they	could	ensure	sustained	coverage,	at	least	for	a	little	while,	of	the	notoriously	
ephemeral	fame	of	the	reality-television	personality.		
Despite	reality	television	already	having	a	relatively	strong	presence	in	the	country	by	the	
time	heat	SA	launched	and	potentially	contributing	a	large	number	of	performers	who	could	
be	covered	in	the	magazine,100	heat	SA,	as	well	as	its	local	competitors,	offered	them	scant	
coverage.	On	the	advice	of	heat	UK	following	their	success	with	reality-television	
personalities,	some	of	the	very	early	issues	of	heat	SA	did	include	fairly	regular	coverage	of	
these	personalities,	but	heat	SA	launch	editor	Melinda	Shaw	explains	the	early	indications	
were	that	coverage	of	these	people	did	not	resonate	as	well	with	the	local	readership	as	it	
did	with	heat	UK’s	audience.	Stories	of	their	lives	beyond	the	reality	shows	subsequently	
only	appeared	sporadically.	“We	did	offer	reality	television	as	one	of	the	original	motivations	
for	launching	heat	SA”,	Shaw	explained	during	a	personal	conversation	on	21	January	2014.	
“But	when	it	came	to	it,	we	didn’t	really	have	enough	reality	TV	at	the	time,	at	least	not	of	
the	calibre	they	had	in	the	UK.	The	local	production	budgets	were	comparatively	smaller	for	
these	reality	television	shows,	which	meant	they	were	perhaps	less	sophisticated	than	their	
international	counterparts.	And	also,	no	reality	series,	not	even	the	international	ones,	really	
got	the	whole	nation	talking”.		
The	dearth	of	local	personalities	went	beyond	reality	television,	however.	Generally,	heat	SA	
covered	a	higher	percentage	of	international	than	local	entertainers,	especially	with	regards	
to	exposure	of	controversial	behaviour	that	could	potentially	be	portrayed	as	scandalous.	In	
this	regard	it	is	perhaps	interesting	to	consider	the	cover	of	the	launch	issue	of	heat	SA,101	
which	featured	South	Africa-born,	but	Hollywood-based	actor	Charlize	Theron.	The	story	
promoted	on	the	cover	with,	“Charlize!	Why	the	East	Rand	angel	was	destined	to	be	a	star!”	
																																								 																				
99	Holmes	(2005:	31)	argues	that	this	is	in	part	because	in	the	world	of	reality	television,	“the	basis	of	
the	celebrity	as	‘ordinary	person’	clearly	has	a	particular	currency”,	especially	for	magazines	such	as	
heat	UK	and	its	peers,	consumed	with	the	task	of	simultaneously	articulating	ordinary	and	
extraordinary	elements	in	their	representation	of	entertainers.		
100	The	first	season	of	the	local	edition	of	the	international	Big	Brother	made	its	debut	in	2001,	and	
the	first	season	of	Idols	South	Africa	debuted	in	2002.	International	reality-television	series	such	as	
Survivor	were	also	broadcast	on	local	television	by	the	time	heat	SA	launched.	
101	heat,	6–12	March	2004.	
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leans	more	in	the	direction	of	Charlize’s	public	life	and	especially	her	winning	an	Academy	
Award	(Oscar)	the	previous	year.	Yet	this	was	one	of	the	rare	exceptions	to	an	editorial	
tradition	generally	focused	on	private-life	scandal,	especially	prominently	upfront	on	the	
cover	of	the	magazine,	and	also	story	arcs	rather	than	life	stories	encompassing	several	
years	and	entire	careers.	Although	this	treatment	of	Charlize	in	the	launch	issue	did	not	set	a	
precedent	for	the	magazine’s	approach	to	international	entertainers	generally,	it	could	be	
said	to	have	set	the	direction	for	the	treatment	of	locals.	Not	only	was	there	much	less	
coverage	generally,	in	heat	SA,	of	individuals	from	the	local	showbusiness	community	
compared	to	their	international	counterparts,	but	the	focus	of	the	relatively	occasional	local	
story	also	largely	avoided	controversy,	scandal	and	the	inner	life	of	those	it	covered.		
The	readership	of	heat	SA	also	seemed	to	indicate	that	when	it	came	to	local	personalities,	
they	preferred	coverage	of	the	kind	that	could	be	categorised	as	surfacing	more	of	the	Star	
or	Hero	than	the	Celebrity	figure.	This	preference	could	be	read	in	the	way	South	Africans,	
compared	to	the	readership	of	heat	UK,	responded	to	the	regular	“Spotted”	slot	on	the	
letters	page.	Readers	were	asked	to	send	in	their	own	pictures	taken	of	famous	people	
‘spotted’	in	public,	and	the	best	image	of	the	week	would	be	published	and	the	
photographer	given	a	prize.	While	heat	UK’s	readership	generally	sent	in	what	looked	like	
candid,	paparazzi-type	images,	heat	SA’s	readers	sent	in	posed	photographs,	mostly	with	the	
reader	in	the	picture	alongside	the	famous	personality.	This	adulation	would	be	reserved	for	
a	Hero	or	a	Star	figure,	one	that	is	held	in	high	esteem,	and	certainly	not	a	Celebrity	figure	
that	is	given	publicity	because	of	his	or	her	transgressions.	
This	trend	might	be	attributed	to	the	general	absence	of	a	local	paparazzi	industry,	with	
21st-century	Celebrity	magazines	strongly	relying	on	paparazzi	photography	to	provide	
visual	evidence	of	scandalous	behaviour	and,	subsequently,	editorial	content.	A	relatively	
‘young’	local	entertainment,	and	especially	film,102	industry	could	also	be	said	to	have	played	
a	part,	with	local	actors,	musicians	and	sportspeople	being	generally	guarded	or	hesitant	to	
expose	their	private	lives	and	especially	potentially	controversial	aspects.		
One	is	tempted	to	attribute	this	state	of	affairs	mainly	to	the	fact	that	South	Africa	was	a	
developing	country	with	an	extremely	conservative	recent	history,	but	then	it	is	interesting	
to	consider	that,	as	Gandhy	and	Thomas	(1991)	argue,	in	India,	also	a	developing	country	
																																								 																				
102	Specific	reference	is	made	to	film,	as	how	performers	from	this	genre	are	treated	in	weekly	
magazines	tends	to	set	the	trend	for	other	entertainers	as	well.	This	is	of	course	a	result	of	film	being	
the	industry	that	originally	established	the	Hollywood	marketing	machine,	from	which,	it	has	been	
argued,	the	notion	of	Celebrity	developed.	
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with	a	predominantly	religious	and	therefore	arguably	conservative	population,	there	is	a	
thriving	local	Bollywood	equivalent	of	Hollywood’s	marketing	efforts,	complete	with	
exposure,	in	gossip	magazines	and	elsewhere,	of	private-life	scandals.	These	scandals	
encompass	“behaviours	that	are	decidedly	subversive	of	the	strict	social	mores	of	Indian	
society	and	would	be	considered	‘scandalous’	[…]	even	by	many	of	their	most	dedicated	
fans”,	note	Gandhy	and	Thomas	(1991:	109).	
It	has	been	argued	that	compared	to	other	entertainers,	film	actors	seem	to	naturally	have	a	
sense	of	the	extraordinary	about	them,	especially	in	developing	countries.	Gandhy	and	
Thomas	(1991:	107–108),	for	instance,	argue	that	the	Bollywood	actors	are	valued	in	India	
because,	“they	offer	audiences	whose	lives	are	limited	in	various	ways	–	materially	and	
emotionally	–	the	vicarious	pleasures	of	identification	with	and	exploration	of	the	realm	of	
the	extraordinary”.		
Although	the	South	African	film	industry	is	one	of	the	oldest	in	the	world,	as	Martin	Botha	
(2012)	notes,	and	has	been	well	documented	in	a	selection	of	important	texts,103	its	
marketing	efforts	have	always	been	relatively	small	compared	to	those	of	India	and	other	
developing	countries.	The	potential	for	gaining	a	necessary	sense	of	the	extraordinary	in	
marketing	the	private	lives	of	performers	was	arguably	limited	in	terms	of	SA	film	actors.	By	
extension,	if	there	was	little	possibility	that	local	film	actors	would	contribute	a	sense	of	the	
extraordinary,	there	was	also	a	risk	that	representation	of	other	personalities	would	
engender	too	much	of	a	sense	of	the	ordinary	without	the	extraordinary	to	maintain	the	
balance.		
Consequently,	compared	to	the	British	original,	heat	SA	did	not	cover	near	as	many	local	
performers.	However,	in	most	other	ways,	the	local	edition	of	heat	followed	the	original	
quite	closely	in	terms	of	content	and	editorial	approach	and	style.	This	is	interesting,	
especially	since,	as	Littler	(2011:	1)	argues,	there	often	seems	to	be	a	general	trend	towards	
‘glocalisation’	and	personalities	being	“consumed	differently	in	different	places,	their	
meanings	shifting	alongside	their	geographical	context”.	As	an	official	international	edition,	
in	fact	the	only	one,	of	the	British	original,	heat	SA	was	under	somewhat	of	an	obligation	to	
follow	a	specific	editorial	formula,	yet	could,	of	course,	adapt	it	to	suit	the	local	readership.	
																																								 																				
103	Thelma	Gutsche’s	1972	The	History	and	Social	Significance	of	Motion	Pictures	in	South	Africa	1895–
1940	is	seen	as	a	seminal	work	about	the	early	years	of	the	South	African	film	industry.	Other	authors	
who	have	documented	the	industry	include	André	le	Roux	and	Lilla	Fourie	(1982),	Keyan	Tomaselli	
(1989),	Botha	and	Johan	Blignault	(1992),	Botha	and	Adri	van	Aswegen	(1992),	Peter	Davis	(1996),	
Jacqueline	Maingard	(2007),	Lucia	Saks	(2010)	and	Van	Nierop	(2016).	In	addition,	there	are	edited	
volumes	by	Isabel	Balseiro	and	Ntongela	Masilela	(2003),	Tomaselli	(2006)	and	Botha	(2007).	
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Perhaps	the	biggest	deviation	was	the	selection	of	entertainers	to	feature	in	the	magazine,	
with,	as	has	been	mentioned,	relatively	limited	representation	of	local	performers	and	a	
larger	selection	of	international	figures	known	to	the	local	market,	which	often	meant	US	
film	performers	and	musicians	rather	than	the	predominantly	British	contingent	of	
entertainers	covered	in	heat	UK.		
The	editorial	approach	and	style	of	the	two	editions	remained	quite	similar,	however.	From	
the	satirical	and	ironic	approach,	which	could	be	said	to	be	typical	of	British	humour	and	also	
so-called	lad-mag	culture	of	the	1990s,	to	the	largely	visual	representation	of	imperfection	
and	scandalous	behaviour,	heat	SA	could	be	said	to	have	taken	its	lead	from	heat	UK.	
4.1	Uncovering	the	Celebrity	Proper	
It	has	been	argued	that	the	Emerging	Celebrity,	the	figure	emerging	in	weekly	magazines	
towards	the	end	of	the	20th	century,	deviated	from	the	Star,	the	image	the	Hollywood	film	
industry	constructed	for	its	leading	men	and	women	from	the	early	20th	century	onwards.		
The	literature	indicates	that	this	departure	from	the	Hollywood	blueprint	could	be	
attributed	to	screen	artists	becoming	“proprietors	of	their	own	image”	(King,	in	Gamson	
2001:	270)	following	the	disbandment	of	the	Hollywood	studio	system	from	the	late	1940s	
onwards.	As	we	have	seen,	the	careful	control	the	Hollywood	studios	had	exerted	over	the	
image	of	their	actors	was	now	absent,	and	weekly	magazines	no	longer	belonged	to	the	film	
studios	as	they	had	in	the	first	half	of	the	20th	century.	Instead,	independent	publishers	now	
produced	weekly	magazines	based	on	the	original	Hollywood	‘fanzine’	formula,	but	with	less	
loyalty	to	the	Star	image,	which	meant	that	there	was	now	scope	to	interrogate	the	
constructed	image	of	every	individual	actor.	
This	interrogation,	of	course,	started	taking	place	gradually	from	the	middle	of	the	20th	
century	onwards,	with	magazines	appearing	to	shatter	the	illusion	that	entertainment	
personalities	were	all	leading	prosperous,	healthy	and	happy	lives.	In	addition,	the	kind	of	
figure	that	emerged	from	these	magazines	was	often	represented	as	‘only	human’;	the	
coverage	therefore	concentrated	on	showing	that	they	are	not	‘perfect’	physically	and	also	
prone	to	errors	of	judgment,	missteps	and	misbehaviour.	Classifying	this	trend	as	the	
emergence	of	fame’s	“dark	side”,	as	Sternheimer	(2011:	153)	does,	is	perhaps	somewhat	
exaggerated,	yet	is	nonetheless	instructive	at	this	point.		
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Deliberate	exposés	of	scandalous	behaviour	by	entertainers	in	their	private	lives	also	started	
appearing.	In	the	South	African	edition	of	People,	the	magazine	used	to	examine	the	notion	
of	Emerging	Celebrity,	this	behaviour	could	be	said	to	be	what	Rojek	(2001)	identifies	in	his	
exploration	of	the	phenomenon	of	Celebrity:	“excessive	conspicuous	consumption	[…]	drug	
abuse,	alcohol	addiction,	violence	and	so	on”	(Rojek	2001:	31).	People	published	stories	of	
suspected	alcohol	and	narcotics	abuse,	domestic	violence	and	outrageous	and	excessive	star	
behaviour	that	often	transgressed	“ordinary	moral	rules”	(Rojek	2001:	31).		
Celebrities	making	trouble	
Going	into	the	21st	century,	representations	of	fame	included	evidence	of	entertainment	
personalities	getting	up	to	all	sorts	of	mischief.	In	fact,	it	could	be	argued	that	high	jinks	or	
misbehaviour	was	one	of	the	most	important	distinguishing	characteristics	of	the	Celebrity	
Proper	category.	heat	indicated	the	importance	of	scandal	for	its	editorial	vision	by	placing	it	
most	prominently	on	its	cover	page	for	each	of	its	weekly	issues,	save	for	a	handful	every	
year.	(heat	SA’s	launch	issue	and	the	annual	Christmas	and	New	Year’s	editions	also	
generally	tended	to	favour	fame	over	infamy	on	the	cover.)	The	most	prominent	cover	
position	was	usually	dedicated	to	an	important	‘breaking	news’	story	from	the	week,	
preferably	one	that	contained	some	element	of	scandalous	private-life	behaviour.	
heat	was	not	the	first	magazine	to	focus	so	closely	on	scandal,	as	Holmes	(2005)	points	out,	
making	reference	to	Confidential,	the	US	magazine	that	launched	in	the	1950s.	Right	from	
the	outset,	Confidential	was	set	on	exposing	Hollywood	secrets	(Davis	2002;	Petersen	2010).	
This	quarterly	and	later	bi-monthly	publication	indeed	appears	to	be	one	of	the	pioneers	of	
scandal,	introducing	it	to	the	international	magazine-publishing	industry.	It	published	its	
stories	about	“who	was	having	sex	with	who,	who	was	covering	up	hidden	pasts	[and]	who	
was	secretly	flaunting	societal	rules”,	in	the	process	suggesting	that	“sexual	and	moral	
deviance	ran	rampant	in	Hollywood”	(Petersen	2010).	And	although	it	could	certainly	be	
argued	that	it	set	the	trend	for	the	later	weekly	supermarket	tabloids,	it	does	appear	to	have	
been	a	lone,	isolated	voice	during	its	twenty-seven-year	existence.	Confidential	might	have	
“countered	the	wholesome	narratives	of	traditional,	conservative	gossip	outlets”	(Petersen	
2010),	yet	this	was	a	mere	foreshadowing	of	the	magazine	representations	of	fame	that	
would	appear	towards	the	turn	of	the	20th	century	and	into	the	21st.	
Firstly,	the	coverage	of	scandalous	behaviour	in	heat	and	its	contemporaries	was	much	more	
visually	driven	than	Confidential’s	editorial	offering.	Both	Petersen	(2010)	and	Davis	(2002)	
discuss	how	Confidential	gathered	“surveillance	technology”	(both	audio	and	visual)	largely	
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as	evidence	to	be	used	if	the	magazine	had	to	face	legal	action	(Petersen	2010).	By	contrast,	
heat	used	its	photographs	to	prove	misbehaviour	and	physical	imperfection	to	its	readers.		
Second,	the	kind	of	well-knownness	that	emerged	in	heat	and	its	close	competitors	was	
arguably	reliant	on	the	(admittedly	controlled)	revelation	or	exposé	of	scandalous	behaviour	
and,	crucially,	also	on	its	incorporation	into	the	Emerging	Celebrity	image.	This	apparent	
incorporation	of	controversial	behaviour	into	the	entertainer	image	is	one	way	in	which	the	
Celebrity	Proper	sets	itself	apart	from	its	predecessor.		
It	is	a	delicate	balance,	which	appears	to	hinge	on	aesthetic	appeal.	Elizabeth	Currid-Halkett	
(2010)	quotes	Richard	Johnson,	editor	of	the	New	York	Post’s	gossip	column,	Page	Six,	in	a	
discussion	of	why	behaving	“badly	in	public”	appeared	to	tarnish	socialite	and	actor	Tara	
Reid’s	image	yet	not	that	of	her	contemporary	Paris	Hilton:	
[Reid]	also	behaved	badly	in	public,	but	instead	of	being	fascinated	by	her,	the	public	
dismissed	her.	Johnson	has	an	explanation:	Paris	behaved	badly,	but	she	looked	
good	while	doing	it.	As	he	explained	to	me,	“Despite	her	image	as	a	red-carpet-
hogging	party	monster	…	she	is	intensely	aware	that	she	is	being	watched	and	
photographed,	and	she	rarely	takes	a	bad	picture.”	Tara,	on	the	other	hand,	didn’t	
strike	Paris	Hilton’s	optimal	balance	of	scandal	and	glamour;	she	was	pitied,	not	
revered.	As	Johnson	summed	it	up,	“Tara	Reid	seemed	to	have	a	problem	at	parties,	
and	regularly	became,	as	the	Brits	say,	‘tired	and	emotional.’	She	also	had	a	weight	
problem	at	one	point,	and	then	she	had	the	bad	plastic	surgery.	People	just	lost	
interest	in	her	as	she	continued	her	descent.	And	her	reality	show	made	matters	
worse.	(Currid-Halkett	2010:	28)	
An	“optimal	balance	of	scandal	and	glamour”	(Currid-Halkett,	2010:	28)	is	perhaps	a	simple	
way	of	expressing,	at	least	in	part,	what	the	Celebrity	Proper	encompasses	and	what	appears	
to	emerge	in	heat	magazine.	Holmes	(2005:	24)	notes	that	it	is	problematic	to	assert	that	
heat	surfaces	a	“‘new’	discursive	formation	in	the	construction	of	celebrity”,	as	Confidential	
had	already	done	this	a	half-century	before.	Yet	it	can	certainly	be	argued	that	it	is	not	so	
much	the	exposure	of	scandal	or	wrongdoing	that	sets	heat	apart	from	predecessors	such	as	
Confidential,	but	the	way	in	which	this	exposure	is	approached	and	the	kind	of	
understanding	of	fame	that	emerges	in	the	process.		
So	what	was	heat’s	idiosyncratic	approach	to	scandal?	One	of	the	most	important	aspects	is	
that	it	appeared	carefully	to	select	the	kind	of	wrongdoing	it	exposed,	the	kind	of	
misbehaviour	that	warranted	coverage.	Preference	was	obviously	given	to	behaviour	that	
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could	be	shown	or	‘proven’	with	photographic	evidence,	as	the	magazine	was	more	visually	
than	textually	oriented.		
Moreover,	in	what	can	be	construed	as	an	attempt	to	ensure	the	retention	of	appeal,	the	
magazine	avoided	exposing	or	engaging	with	serious	‘transgression’.	Rather,	heat	chose	to	
reveal	what	could	be	described	as	foibles,	follies,	indiscretions	and	peccadilloes,	many	of	
them	related	to	sex.	Typical	indiscretions	the	magazine	covered	were	those	associated	with	
“excessive	conspicuous	consumption”,	to	use	Rojek’s	(2001:	31)	phrase.		
One	example	is	the	exposé	of	the	contents	of	Paris	Hilton’s	secret	locker,104	with	‘caught-
red-handed’	type	of	photographic	evidence	of	drug	use	and	sexual	behaviour	as	well	as	
copies	of	what	appear	to	be	letters	and	personal	journals,	providing	intimate	detail	about	
the	US	socialite	and	occasional	actor’s	‘bad’	behaviour.	Words	and	phrases	dotting	the	copy	
including	“wild	nights	out”,	“outrageous”,	“massive	pile	of	cocaine”,	“sex	video	showing	Paris	
going	at	it	with	ex-boyfriend	Joe	Francis”	(emphasis	added),	and	appear	to	underline	the	
excessive	behaviour	seemingly	legible	from	the	accompanying	photographs.		
Like	many	other	examples	of	coverage	in	heat	that	could	be	categorised	as	surfacing	the	
Celebrity	Proper,	the	article	on	Paris’s	secret	locker	is	firmly	rooted	in	that	inner	sanctum	of	
private	life,	the	bedroom,	and	further	also	appears	to	expose	her	‘private	parts’	(breasts	and	
genitals,	or	at	least	as	much	as	the	magazine	could	show	without	getting	into	trouble;	much	
of	the	nudity	has	been	covered	and	labelled	by	the	magazine	as	“too	rude”).	This	is,	of	
course,	interesting	from	the	perspective	of	the	trajectory	of	fame	over	the	20th	century	as	a	
whole.	It	has	been	argued	here	throughout	that	one	could	trace	a	continuous	collapse	of	the	
boundary	between	the	public	and	the	private	in	coverage,	corresponding	with	the	
postmodern	trend	of	what	Jean	Baudrillard	(2007:	58)	describes	as	the	“forced	extroversion	
of	all	interiority”	brought	about	by	the	“universe	of	communication”	(Baudrillard	2007:	53).	
Baudrillard	refers	to	television	in	particular,	but	his	comments	could	be	extended	to	
magazines	also	as	part	of	the	‘communication	universe’.	In	the	showbusiness	publishing	
industry,	nudity,	and	specifically	nudity	in	the	very	private	realm	of	the	bedroom,	could	be	
said	to	symbolise	the	final	frontier	in	the	“forced	extroversion	of	[entertainment	personality]	
interiority”.	Nudity	in	the	private	space	is	also	something	that	could	be	read	as	a	revelation	
of	the	real	self,	which	has	been	an	important	element	informing	representations	of	fame.	
Revealing	the	‘real’	is	especially	important	in	the	representation	of	entertainment	
																																								 																				
104	“The	Smut	Insider	Paris’s	Secret	Locker!”,	heat,	10–16	February	2007.	
	 133	
personalities,	since	their	contrasting	public	lives	largely	comprise	acting/performing,	or	in	
other	words	being	someone	other	than	their	true	self.	
Another	of	the	meanings	of	the	term	‘heat’	is	an	undesirable	amount	of	attention,	as	in	the	
phrase	‘feeling	the	heat’.	This	is	palpable	in	this	article,	which	notes	that	Paris	took	action	to	
close	down	the	website	that	first	leaked	the	contents	of	her	secret	locker	and	was	
apparently	“incredibly	upset	and	angry”	and	felt	“victimised”	by	the	breach.	Yet	the	
magazine	also	questions	why	Paris	kept	“such	damning	material	in	the	first	place”,	in	what	
could	be	read	as	a	veiled	suggestion	that	it	may	have	been	made	public	deliberately,	for	
publicity	purposes.	It	has	been	argued	before,	by	Lynn	Hirschberg	(2009)	and	Lola	Ogunnaike	
(2006)	among	others,	often	with	specific	reference	to	Paris’s	first	‘sex	tape’,	salaciously	
named	1	Night	in	Paris,	that	in	the	world	of	showbusiness,	sensational	visual	material,	
particularly	nudity	and	sex	tapes,	have	been	successful	marketing	tools.		
“Ms.	Hilton	tried	to	stop	distribution	of	[her	first	sex]	tape,	although	its	notoriety	
paradoxically	catapulted	her	to	an	even	higher	orbit	of	fame,	establishing	her	as	a	kind	of	
postmodern	celebrity,	leading	to	perfume	deals,	a	memoir	and	covers	of	[consumer	
magazines]	Vanity	Fair	and	W”,	argues	Ogunnaike	(2006).	heat’s	implication	that	the	leak	
might	have	been	part	of	a	deliberate	quest	for	publicity	is	a	prime	example	of	the	exposure	
of	the	“celebrity-making”	mechanism,	with	Gamson	(2001)	identifying	this	kind	of	exposure	
as	typical	of	late	20th-century	texts.		
The	apparently	deliberate	release	of	intimate	private	and	personal	information	could	be	
construed	as	a	form	of	confession.	Specifically,	the	evidence	of	nudity	in	Paris’	secret	locker	
could	be	interpreted	as	such.	This	observation	follows	Redmond’s	(2008)	apparent	allusion	
to	nudity	as	confessional,	in	his	reference	to	a	‘naked’	photo	shoot	of	US	pop	singer	Britney	
Spears,	published	in	the	magazine	Harper’s	Bazaar.	“Britney’s	constructed	star	or	celebrity	
image	is	largely	built	on	the	carnal	confessional	mode”,	Redmond	(2008:	150)	argues.	
Confession	has	been	identified	as	one	of	the	channels	through	which	an	element	of	
transgression,	specifically	of	an	intimate,	sexual	nature,	surfaced	in	the	media	
representation	of	Celebrity	from	the	late	20th	century	onwards.	Previously,	in	magazine	
representation	that	surfaced	the	Star,	revelations	about	private	life	typically	came	about	
through	the	mechanism	of	gossip,	with	close	friends,	relatives	or	other	confidants	‘leaking’	
or	releasing	information	to	the	media.	But	from	the	turn	of	the	20th	century,	first-person	
confession	seems	to	become	common	in	surfacing	the	Celebrity	figure.		
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This	is	interesting,	as	it	could	be	read	as	an	indication	that	there	is	something	deliberate,	
strategic,	controlled	and	measured	about	the	Celebrity	confession.	In	essence,	confession	is	
the	release,	‘first-hand’,	of	private	sensitive	information	that	could	be	potentially	damaging	
to	a	Celebrity’s	image.	The	deliberate	and	seemingly	strategic	release	of	evidence	of	
controversial,	possibly	scandalous,	behaviour	in	the	private	realm	is	a	factor	distinguishing	
the	Celebrity	Proper	figure	from	its	predecessor,	whose	private	life	could	be	said	to	be	
imperfect	in	some	way	but	who	was	generally	guarded	about	revealing	details	and	evidence	
of	impropriety,	imperfection	and	the	like.	
The	literature	(see,	for	instance,	Redmond,	2008)	seems	to	identify	television,	not	print,	as	
the	preferred	medium	for	Celebrity	confession,	with	an	“omniscient	[television]	talkshow	
host	[…]	blessed	with	prescience,	counselling	and	therapeutic	skills”	(Redmond	2008:	150)	
the	confessor	of	choice.	But	it	can	consequently	be	argued	that	what	appear	to	be	
deliberately	exposed,	measured	detail	of	misbehaviour	in	private	life	is	print	media’s	answer	
to	the	‘first-hand’	(and	often	live)	Celebrity	confession	on	a	television	talk	show.	Holmes	and	
Redmond	(2006)	note	that:		
celebrity	magazines	[…]	would	now	seem	strangely	empty	without	celebrity	
disclosures	ranging	across	the	horrors	of	plastic	surgery,	eating	disorders,	and	drug	
and	alcohol	abuse,	not	to	mention	‘confessions’	about	depression	or	infidelity.	To	
observe	this	is	not	to	trivialize	the	experience	of	any	of	these	matters	[…]	but	only	to	
point	to	their	increasing	conventionalization	within	the	parameters	of	celebrity	
discourse.	(Holmes	&	Redmond	2006:	287–290)	
Whereas	the	goal	of	Celebrity	confession	via	the	medium	of	television	appears	to	be	
absolution	from	sin	(Redmond	2008),	the	object	of	the	measured	release	of	details	of	
transgression	through	the	printed	medium	can	be	argued	to	be	an	enhancement	of	the	
Celebrity	Proper	image.	Confession	is	used	to	“authenticate,	validate,	humanize,	resurrect,	
extend	and	enrich”	entertainment-personality	identities,	Redmond	(2008:	109)	argues.	In	
addition,	he	writes,	by	confessing,	these	personalities	“confirm	their	status	as	truthful,	
emotive,	experiential	beings	who	–	as	devotional	fans	–	we	can	invest	in”	(Redmond,	2008:	
109–110).		
While	the	potential	for	image	enhancement	is	not	always	explicitly	surfaced	in	the	coverage,	
it	is	on	occasion	made	abundantly	clear,	albeit	over	a	long	stretch	of	time.	British	model	Kate	
Moss’s	cocaine	habit	was,	for	instance,	revealed	via	unclear	still	frames	extracted	from	a	
video	seemingly	shot	clandestinely.	heat	SA	published	these	in	an	article	entitled,	“This	could	
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cost	Kate	her	career”,105	with	no	indication	in	the	article	that	her	“party	girl”	behaviour	
added	any	allure	to	her	image.		
In	fact,	the	Kate	Moss	article	seemed	to	argue	the	contrary:	that	her	wild	ways	were	rather	
unappealing	and	would	cost	her	dearly	in	sponsorships	and	could	bring	on	a	potential	
criminal	investigation.	However,	four	years	on,	“Cocaine	Kate”,	as	heat	nicknamed	the	
model,	was	seemingly	‘absolved’	in	an	article	published	in	2009.106	“It	is	the	Cocaine	Kate	
story	all	over	again”,	reads	the	opening	sentence.	The	article	goes	on	to	explain	how	Kate’s	
“bad-girl	image	has	always	been	part	of	her	appeal”	and	seems	to	suggest	that	it	was	for	
this	very	reason	that	she	had	managed	to	reclaim	most	of	the	sponsorship	contracts	she	lost	
in	the	wake	of	the	2005	exposé.	In	other	words,	the	“fashion	industry	by	and	large	forgave”	
her.		
The	term	‘forgave’,	of	course,	reinforces	the	idea	of	confession,	although	it	is	hard	to	
imagine	that	Kate	deliberately	chose	to	release	the	video	footage	of	her	alleged	drug	use,	as	
she	must	have	anticipated	the	damage	it	could	do.	What	perhaps	emerges	in	heat’s	
coverage	of	Kate,	over	time	and	through	various	story	arcs,	is	that	the	model	in	essence	
exuded	Currid-Halkett’s	“optimal	balance	of	scandal	and	glamour”	(Currid-Halkett	2010:	28),	
that	made	her	a	true	Celebrity	Proper	figure.	
This	continuous	contrast,	or	the	delicate	balance	between	scandal	and	glamour,	is	evident	in	
how	heat	SA	marketed	itself	on	its	own	cover	at	one	stage,	as	“South	Africa’s	only	weekly	
celebrity	glossy”.	The	magazine	was	known	as	predominantly	focusing	on	entertainment-
personality	scandal,	yet	it	was	‘glossy’	and	thus	sufficiently	glamorous	not	to	risk	losing	its	
appeal.	Mehita	Iqani	(2012)	writes	compellingly	about	this	contrast	in	the	representation	of	
Celebrity	in	the	medium	of	magazines:	
Celebrity	is	operationalized	through	glossiness,	both	material	and	symbolic.	These	
many	layers	of	celebrity	function	through	the	many	elements	of	the	mechanics	of	
gloss	[…]:	their	material	technologies	of	glossy	paper,	colour	printing,	the	complex	
utilization	of	smooth	shiny	textures	to	communicate	value	and	luxury,	the	
employment	of	lighting	to	suggest	divinity,	and	the	strategic	juxtaposition	across	
magazines	of	these	aestheticized	forms	with	‘real’	images	which	work	to	reiterate	the	
tangibility	and	human	fallibility	of	celebrity,	thereby	making	their	aestheticized	images	
all	the	more	seductive	and	appealing.	(Iqani,	2012:	99)	
																																								 																				
105	De	Matos,	Lara,	“This	could	cost	Kate	her	career”,	heat,	1–7	October	2005.	
106	“Joost	in	sex	and	drugs	scandal”,	heat,	21–27	February	2009.	
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She	might	have	briefly	lost	her	seductive	powers	and	appeal,	yet	heat	argued	that	‘Cocaine	
Kate’	regained	them	over	time.	In	the	2009	article	in	which	the	magazine	made	this	claim,107	
Kate	is	referred	to,	by	way	of	comparison,	in	an	exposé	of	a	scandalous	story	arc	involving	
the	leaking	of	a	controversial	video	of	Joost	van	der	Westhuizen,	a	retired	local	Springbok	
rugby	captain.	With	this	story	arc	involving	the	video	scandal,	Joost	is	one	of	the	very	few	
local	personalities,	arguably	even	the	only	one,	to	very	briefly	surface	as	a	Celebrity	Proper	
figure,	but	for	a	number	of	reasons	this	status	could	not	be	sustained	over	time.	The	video	
scandal	was	“something	new	for	the	South	African	public	and	something	which	has	not	
really	happened	to	anyone	else	since”,	Antoinette	Muller	(2017)	writes,	“[I]t	perhaps	serves	
to	further	underline	Van	der	Westhuizen’s	“celebrity”	status”.		
One	of	only	a	handful	of	sportspeople	and	also	local	personalities	to	receive	relatively	
frequent	coverage	in	the	magazine,	Joost	was	celebrated	in	heat	SA	mainly	for	his	toned	
physique,	in	a	feature	entitled	“Buffed	Up”,108	for	instance,	with	his	naked	torso	on	display	
relatively	often,	mainly	during	rugby	training	sessions.109		
He	was	also	of	interest	as	part	of	a	‘showbusiness	coupling’	by	virtue	of	his	marriage	to	
singer	and	actor	Amor	Vittone,	who	appears	to	encourage	the	magazine’s	celebration	of	her	
husband’s	masculinity;	“Sometimes	I	watch	him	train”,	she	is	quoted	as	saying	in	a	2004	
interview,	underlining	the	sex	appeal	of	implied	by	the	magazine’s	title	with	the	following	
sentence:	“That’s	hot”.110		
For	the	first	few	years	of	heat’s	existence,	Joost	and	Amor	were	cast	as	a	local	version	of	
David	and	Victoria	Beckham.	“We	do	coordinate	what	we	wear	when	we	go	out	so	that	one	
of	us	isn’t	in	jeans	and	the	other	in	evening	wear!”,	Vittone	is	quoted	as	saying	in	the	
interview.	“I	love	the	way	the	Beckhams	look	like	a	styled	unit	when	they	go	out”.	They	even	
imitated	the	British	couple	in	photographs	on	more	than	one	occasion,	seemingly	proving	
Gamson’s	(2001)	assertion	that	the	“ironic,	winking	tone”	through	which	fame	is	
communicated	that	appears	in	the	late	20th	century	has	led	to	personalities	incorporating	a	
kind	of	irony	into	their	own	behaviour	and	public	image.		
Yet,	unlike	that	of	his	self-confessed	role-model	David	Beckham,	Joost’s	image	could	never	
quite	compellingly	accommodate	the	evidence	in	the	secretly	shot	“sex	and	drugs	video”	
																																								 																				
107	Ibid.	
108	Buffed	Up,	heat,	17–23	July	2004	
109	See	for	example	Week	in	Pictures	section,	heat,	31	July–6	August	2004		
110	Adams,	Alyn,	“I	have	a	thing	for	sportsmen…	changing	rooms	smell	sexy”,	heat,	21–27	August	
2004.	
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that	was	covered	in	heat	and	become	Celebrity	Proper	over	a	sustained	period	of	time.	
Former	English	football-team	captain	David	successfully	managed	to	incorporate	relatively	
similar	indiscretions,	namely	repeated	accusations	of	infidelity,	into	his	personal	image,	as	it	
seemed	to	add	to	rather	than	detract	from	his	appeal.	The	main	difference	between	Joost	
on	the	one	hand	and	David	Beckham	and	Kate	Moss	on	the	other	is	that	there	was	a	definite	
loss	of	allure	that	came	about	through	the	scandal,	not	least	from	evidence	in	the	video	of	
his	well-worn	underwear,	which	heat	pointed	out	with	an	arrow	device	superimposed	on	
the	still	image.		
David	never	denied	accusations	of	infidelity,	rather	choosing	to	appear	in	‘loved-up’	
photographs	with	Victoria	shortly	after	allegations	arose,	keeping	his	fans	guessing	and	thus	
adding,	perhaps,	to	his	image	as	a	sex	symbol.	By	flatly	denying	that	it	was	him	in	the	leaked	
video,	Joost,	however,	precluded	himself	from	adding	to	his	own	appeal.	But	even	if	he	had	
tried	to	use	the	scandal	to	augment	his	image	as	sex	symbol,	he	might	not	have	succeeded,	
by	virtue	of	the	fact	that	he	could	never	quite	counter	the	element	of	ordinariness	he	
represented	as	a	local	personality	with	the	required	level	of	extraordinariness	that	Kate	and	
David	had	as	international	figures.	In	other	words,	in	his	worn	underwear,	Joost	had	too	
much	bleak	ordinariness	and	not	enough	appealing	extraordinariness	to	remain	a	true	
Celebrity	Proper	figure.	
Not	all	of	heat’s	exposés	were	as	serious	as	those	involving	Joost	and	Kate,	however.	There	
was,	for	instance,	a	much	lighter-hearted,	dedicated	and	separate	weekly	“Scandal!”	
section,	which	came	complete	with	thick	red	page-frames	and	tears,	exclamation	marks	and	
myriad	other	visual	devices	reminiscent	of	the	tabloid	tradition.	In	just	one	issue,111	the	
following	‘scandals’	were	revealed	in	this	section:	UK	glamour-model	Rebecca	Loos’s	
admittedly	embarrassing,	by	their	very	nature	but	also	perhaps	for	their	working-class	
associations,	“porcine	hand-jobs”	for	reality	television	show	The	Farm,	Irish	rock	band	U2’s	
car	breaking	down,	US	actor	Renée	Zellweger	being	issued	with	a	traffic	fine,	evidence	of	
Australian	pop	singer	Kylie	Minogue	not	taking	sufficient	care	during	a	beauty	routine,	and	a	
trio	of	what	were	interpreted	by	the	magazine	as	fashion	faux	pas	committed	by	singer	
Mariah	Carey	and	actors	Maggie	Gyllenhaal	and	Kate	Winslet.	
Gamson	(2001)	argues	that	one	of	the	important	characteristics	of	late	20th-century	
magazine	coverage	is	an	embedded	instruction	to	readers	to	not	only	recognise	that	the	
entertainment	personalities	themselves	are	“constructs”	but	also	to	identify	the	actual	
																																								 																				
111	heat,	23–29	October	2004.	
	 138	
construction	process	in	the	magazine	itself.	“The	audience	has	been	instructed	not	simply	in	
viewing	the	self	behind	the	image	(what	the	star	really	thinks,	wears,	does)	but	in	viewing	
the	fabrication	process	(how	the	celebrity	is	being	constructed	to	amuse)”,	Gamson	(2001:	
17)	writes.		
It	is	surely	significant	that	in	heat,	this	instruction	appeared	to	be	especially	forthcoming	in	
its	light-hearted	weekly	“Scandal!”	section.	See,	for	instance,	how	the	magazine	appeared	to	
show	the	fame-making	machine	in	action	in	the	Rebecca	Loos	article.112	The	“self-confessed	
Becks-bonker”,	referring	to	Rebecca’s	widely	publicised	claims	that	she	had	had	an	affair	
with	David	Beckham,	would	stop	at	nothing	to	gain	fame,	even	if	it	meant	participating	in	
the	artificial	insemination	process	of	a	pig:	“It	seems	there	really	are	no	limits	to	what	
Rebecca	Loos	will	do	to	get	famous”,	the	copy	reads,	going	on	to	argue	that	“the	limelight-
hogging	PA	jumped	at	the	chance”	to	become	involved	in	an	animal	artificial	insemination	
programme	that	was	screened	as	part	of	the	UK	reality-television	show	The	Farm.	With	
considerable	amounts	of	irony,	heat	appeared	to	alert	its	readers	to	the	idea	that	Rebecca	
continued	to	build	her	fame	with	the	latest	step	being	this	appearance	on	television.		
In	“Kylie’s	fake	tan	stripe”,	it	is	pointed	out,	not	disapprovingly,	how	entertainment	
personalities	do	fake	certain	things,	such	as	a	“flawless	tan”	in	the	case	of	Australian	pop	
singer	Kylie	Minogue,	thereby	appearing	to	subtly	suggest	to	its	readers	that	the	kind	of	
physical	‘flawlessness’	associated	with	figures	like	Kylie	is,	in	fact,	a	ruse,	and	in	the	process	
of	course	alerting	them	to	the	construction	of	the	image.	Again	with	generous	use	of	irony,	
Kylie	is	reprimanded	not	for	“faking”	her	“flawless	tan”	–	in	fact,	the	magazine	actually	
seems	to	congratulate	her	for	being	cautious	in	the	face	of	“horror	stories	about	sun-
damage”	–	but	rather	for	not	taking	enough	care	in	applying	the	tan	and	subsequently	
displaying	“that	glaring	white	instep”.	A	“media	pro”	like	Kylie	should	not	be	making	this	
kind	of	error,	the	magazine	argues,	in	another	note	to	its	readers	that	entertainment	figures	
maintain	certain	constructed	appearances	for	the	media	in	order	to	create	a	specific	public	
image.		
The	fact	that	these	apparent	hints	at	the	actual	construction	process	of	the	public	image	
emerge	especially	clearly	in	a	regular	section	devoted	to	what	is	portrayed	as	scandal	is	
arguably	an	indication	of	the	importance	of	an	element	of	scandal	or	misjudgement	in	the	
Celebrity	Proper	figure.		
																																								 																				
112	Adams,	Alyn,	“Rebecca	Loos	pulls	a	porker!”,	heat,	23–29	October	2004,	p.	57.	
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Showing	(imperfect)	skin	
The	exposure	of	less-than-perfect	behaviour	was	complemented	by	regular	photograph-
driven	features	on	what	heat	often	called	‘body	flaws’.	These	include,	amongst	others,	
physical	imperfections	such	as	skin	‘break-outs’,	visible	cellulite	and	‘bad	hair	days’.	In	
addition,	the	magazine	seemed	to	do	justice	to	the	idea	of	law	enforcement	also	
encompassed	in	the	term	‘heat’,	by	‘policing’	Celebrity	wardrobe	choices	and	indiscretion	in	
terms	of	personalities	revealing	parts	of	their	body	that	the	magazine	argued	should	
perhaps	have	remained	hidden	because	of	their	dampening	effect	on	visual	appeal.		
heat	magazine	was	one	of	the	first,	if	not	the	first,	magazine	to	include	these	features	
revealing	or	showcasing	specific	parts	of	the	Celebrity	body	in	its	editorial	formula.	Although	
the	magazine	has	been	criticised,	by	Baker	(2006),	amongst	others,	for	the	prominence	it	
gives	to	physical	flaws,	as	it	often	features	these	in	the	most	visible	position	on	its	cover,	a	
close	examination	of	these	editorial	features	seems	to	reveal	an	attempt	to	use	the	
photographs	not	so	much	as	proof	of	‘flaw’	but	as	justification	of	the	argument	that	the	
entertainers	are	‘just	like	us’.	Note	for	instance	the	significant	use	of	the	word	“equaliser”,	
apparently	in	an	attempt	to	create	the	impression	that	readers	and	entertainers	share	the	
same	burden,	in	the	introductory	line	of	a	feature	on	cellulite,	a	favoured	and	often-covered	
‘physical	flaw’:	“The	A-list	may	be	rolling	in	dough,	but	every	now	and	then	that	great	
equaliser,	cellulite,	proves	that	they’re	all	human	after	all…”.113	This	introductory	line,	typical	
of	heat’s	editorial	style,	again	contains	the	term	‘human’,	with	all	its	connotations	of	
fallibility	and	ordinariness	that	are	such	crucial	elements	in	the	representation	surfacing	the	
Celebrity	Proper.	
Whether	it	be	a	‘bad	hair	day’,	an	unfortunate	choice	of	outfit	or	a	questionable	boyfriend,	a	
sense	of	the	less	than	perfect,	or	the	not	so	ideal,	is	one	of	the	key	focus	areas	for	coverage	
of	the	Celebrity	Proper.	And	it	is	a	characteristic	that	again	shows	up	the	contrast	between	
the	ordinary	and	the	extraordinary	in	the	representation,	with	physical	imperfection	in	
particular	often	used	to	justify	ordinariness,	while	a	sense	of	the	extraordinary	can	be	said	
often	to	permeate	coverage	of	scandalous	behaviour.	
																																								 																				
113	“Wobble	Attack”,	heat,	11–17	December	2004,	pp.	40–45.	
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4.2	Producing	the	Celebrity	Proper	
The	way	coverage	was	executed	in	the	weekly	magazines	changed	markedly	over	the	
century.	In	heat	and	other	typical	21st-century	weekly	showbusiness	magazines,	this	
execution	relied	on	a	combination	of	elements	that	revolved	around	the	provision	of	a	
specific	kind	of	visual	evidence	of	misbehaviour	and	what	was	portrayed	as	physical	
imperfection.	Notably,	photographs	are	used	as	evidence	to	expose	transgression	and	
supposed	flaw.	But	it	is	not	only	the	use	of	specific	photographic	imagery	that	characterises	
Celebrity	Proper	coverage;	it	also	concerns	the	way	in	which	this	visual	evidence	is	applied	in	
the	magazine	in	general	and	even	seems	to	influence	the	copy.	The	writing	is	influenced	not	
only	by	the	reliance	on	visuals,	but	also	by	the	demand	for	a	delicate	balance,	in	the	
coverage,	between	the	extraordinary	and	the	ordinary,	the	glamorous	and	the	scandalous.	
All	of	these	techniques	are	unpacked	and	illustrated	here,	using	heat	SA	as	an	example.	They	
leave	one	with	a	growing	sense	that	more	than	any	other	category	of	fame	discussed	in	this	
thesis,	the	Celebrity	Proper	could	perhaps	be	said	to	have	edged	towards	being	produced	by	
the	magazines	rather	than	merely	consumed	by	them.	
The	visual	supersedes	the	textual		
As	a	typical	weekly	Celebrity	magazine	of	the	early	21st	century,	heat	relied	heavily	on	
photographic	images	to	represent	the	Celebrity	Proper,	with	textual	representation	
becoming	ever	more	brief,	seemingly	in	an	illustration	of	the	old	adage	that	‘a	picture	is	
worth	a	thousand	words’.		
There	is,	for	instance,	a	steep	decline	between	the	total	word	count	generally	dedicated	to	
the	representation	of	the	Epic	Hero	figure	that	emerged	in	early	20th-century	magazines	
such	as	Huisgenoot	and	the	average	word	count	afforded	a	Celebrity	Proper	in	heat.	For	
instance,	a	typical	hagiographic	profile	of	a	politician	or	church	minister	in	early	20th-
century	Huisgenoot	would	comprise	roughly	2	500	words,	with	a	popular	statesman	such	
South	African	President	Paul	Kruger	being	covered	in	regular	profile	pieces	over	the	first	
couple	of	decades	of	the	magazine’s	existence.	A	similar	approach	was	taken	in	1950s	Drum,	
with	a	series	of	lengthy	and	wordy	articles	devoted	to	Dolly	Rathebe,	amongst	other	popular	
local	entertainment	personalities.	Towards	the	end	of	the	20th	century,	serialised	coverage	
was	a	thing	of	the	past,	with	People	devoting	between	400	and	800	words	per	article	to	its	
coverage	of	performers.	By	comparison,	heat’s	stories	were,	on	average,	much	shorter,	
sometimes	not	even	100	words.	In	heat,	only	approximately	3	000	words	were	typically	used	
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to	tell	the	story	of	an	entertainment	personality	who	remained	newsworthy	over	a	relatively	
long	period	of	time.	Reference	is	made	to	the	longevity	of	the	personalities	in	terms	of	news	
value	here,	as	many	more	personalities	are	covered	in	one	issue	of	heat	compared	to	one	
issue	of	early	20th-century	Huisgenoot.	This	implies	that	the	average	dedicated	word	count	
for	a	more	fleeting	kind	of	personality	is	even	lower.		
As	word	counts	declined,	the	emphasis	on	the	visual	increased.	For	example,	each	of	
President	Kruger’s	profile	pieces	in	Huisgenoot	were	generally	illustrated	by	a	single,	small,	
black-and-white	photographic	portrait	image	only,	while	a	full-page	colour	photograph	
accompanied	even	the	most	text-heavy	features	in	heat	magazine	(the	interviews).	In	other	
words,	photographs	completely	dominated	other	types	of	editorial	material	in	heat,	with	the	
weekly	“Week	in	Pictures”	section	typically	featuring	several	pages	of	photographs	(some	
individual	images	covering	a	full	two-page	spread)	with,	by	comparison,	only	minimal	copy,	
i.e.	approximately	100	words	per	illustrated	story	in	the	section.		
With	its	growing	reliance	on	photographs,	and	subsequent	economic	use	of	words,	to	
convey	its	message,	heat	was	probably	one	of	the	most	extreme	examples	of	the	general	
late	20th-century	trend	of	steep	word-count	decline	in	printed	media,	with	public	opinion	
lamenting	the	demise	of	‘long-form’	journalism	and	mourning	the	so-called	‘death	of	the	
printed	word’.		
Used	more	prominently	than	in	weekly	magazines	of	previous	years,	photographs	in	early	
21st-century	magazines	appeared	to	have	to	fulfil	more	functions	than	mere	illustration.	
Specifically,	photos	appear	to	be	used	to	“incriminate”	and	“justify”,	to	use	Sontag’s	
terminology	(1990:	5),	in	her	seminal	series	of	essays	on	photography.	heat	used	
photographs	as	evidence	of	wrongdoing,	such	as	infidelity.	“Brad	&	Angelina:	Proof!”,	read	
the	cover	line	that	accompanied	the	image	the	magazine	used	as	evidence	of	Hollywood	film	
actor	Brad	Pitt’s	affair	with	Hollywood	film	actor	Angelina	Jolie	while	he	was	still	married	to	
television	actor	Jennifer	Aniston.114	The	use	of	illegal	substances	was	also	exposed	through	
photographs;	the	magazine’s	1–7	October	2005	cover,	for	instance,	states	that	Kate	Moss	
was	“caught	on	camera”	taking	cocaine	and	that	in	addition	to	the	one	on	the	cover,	there	
are	“shocking”	photographs	inside	the	magazine	to	provide	further	evidence.		
Crucially,	the	incrimination	was	achieved	not	only	through	the	higher	ratio	of	photographs	
to	copy	but	also	by	the	choice	of	the	specific	kind	of	images,	namely	unclear,	paparazzi-type	
																																								 																				
114	heat,	7–13	May	2005.	
	 142	
images	that	may	lack	sharpness	(the	‘Cocaine	Kate’	images	are	an	excellent	example).	
Quoting	Sekula,	Holmes	(2006:	26)	reminds	that,	“the	blurred	focus	and	grainy	aesthetic	of	
[candid	photography]	trades	not	only	on	an	aesthetic	of	realism	but	also	the	belief	in	‘the	
higher	truth	of	the	stolen	image’”.	Paparazzi	images,	which	are	out	of	focus,	badly	
composed,	and,	as	Becker	(in	Bull	2010:	174)	so	descriptively	explains,	may	contain	
“intrusive	foreground	objects”	and	capture	“strange	facial	expressions	and	poses”,	are	
believed	to	show	what	the	person	who	is	the	subject	of	the	photograph	“is	really	like”	
(Becker,	in	Bull	2010:	175)	and	by	extension	prove	their	‘authenticity’.	As	the	previous	two	
chapters	have	attempted	to	illustrate,	‘authenticity’	has	been	a	key	theme	in	the	
construction	of	entertainer-dominated	well-knownness.	Whereas	a	publicised	private	life	
appeared	to	be	used	to	establish	authenticity	for	the	kind	of	entertainer	this	thesis	would	
classify	as	a	Star,	an	element	of	wrongdoing,	generally	represented	in	copy,	did	likewise	for	
the	Emerging	Celebrity.	In	the	case	of	the	Celebrity	Proper,	a	specific	kind	of	photograph,	
most	often	confirming	behaviour	that	could	be	interpreted	as	scandalous,	appears	to	be	the	
next	step	in	the	authentication	process.	
Not	only	images	of	misbehaviour	seem	to	support	the	idea	of	authenticity,	however.	
Photographs	of	entertainers	in	everyday	situations,	with	Stephen	Bull	(2010:	181)	identifying	
some	of	these	as	“out	shopping,	on	the	beach,	in	parks	and	even	through	windows”,	that	
emphasise	“the	visibility	of	celebrities	in	public	spaces”,	as	Holmes	argues	(Holmes	2005:	26,	
original	emphasis	retained),	also	seem	to	further	entrench	‘authenticity’	in	the	kind	of	
Celebrity	figure	heat	magazine	represented.		
The	images	that	appear	to	underline	this	visibility	of	the	entertainer	in	public	were	
ostensibly	generally	used	to	justify	a	key	factor	in	the	representation	of	Celebrity	Proper,	
namely	that	the	entertainers	are	‘just	like	us’	in	that	they	are	‘ordinary’	in	their	behaviour	
and	appearance.	But	there	is	also	an	element	of	the	extraordinary	that	seems	to	suggest	
itself	in	heat’s	coverage	of	personalities	in	their	private	capacity	out	in	public.	This	
extraordinariness	perhaps	arises,	in	this	instance,	from	the	magazine’s	dedicated	focus,	on	a	
weekly	basis,	on	a	fairly	wide	range	of	personalities	going	about	their	relatively	‘ordinary’	
private	existences	in	public,	specifically	in	the	so-called	“Week	in	Pictures”	section	but	also	
elsewhere.	Plus,	of	course,	extraordinariness	is	assumed	in	the	sections	seemingly	devoted	
to	ordinariness,	even	if	it	the	former	element	is	only	hinted	at	or	even	omitted	in	the	
coverage;	a	random,	truly	‘ordinary’	person	without	any	prior	extraordinariness	would	never	
be	selected	for	inclusion	in	the	magazine	simply	for	going	“out	shopping”.	
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Photographs	are	also	used	as	evidence	to	contextualise	behaviour.	In	the	“Week	in	Pictures”	
article	entitled	“Britney’s	break-up	blues”,115	large	images	of	pop	singer	Britney	Spears	
“dressed	in	her	new	and	unflattering	favourite	uniform	–	trucker	chic”	and	“looking	rather	
drawn	and	haggard”	are	used	to	justify	the	contention,	in	the	copy,	that	it	is	her	problematic	
love	life	that	is	to	blame	for	her	choice	of	attire	and	apparent	low	mood.	But	it	can	also	be	
argued	that,	in	addition,	the	photographs	are	implicitly	used	to	advance	the	21st-century	
weekly	magazine’s	continued	attempt	to	expose	the	supposedly	‘ordinary’	elements	of	the	
personality’s	private	life.	
But,	importantly,	as	much	as	the	magazine	seemed	to	use	photographs	as	evidence	of	
ordinariness,	it	also	had	an	equally	visually	driven	approach	to	‘proving’	extraordinariness,	
the	other	side	of	the	comparison	that,	as	has	been	argued	in	the	literature	(see	Dyer	1979),	
has	been	underlying	entertainer-dominated	well-knownness	since	it	first	appeared	in	the	
Hollywood	fanzines	of	the	early	20th	century.		
In	heat,	‘extraordinariness’	seems	to	emerge,	at	least	in	part,	from	photographs	showing	the	
kind	of	lifestyle	wealthy	entertainment	personalities	are	able	to	afford	and	also	photographs	
showing	their	glamour,	typically	with	a	focus	on	fashion	and	beauty.	Holmes	(2005:	34)	
argues	that	the	extraordinariness	heat	seems	to	portray	appears	to	be	either	attached	to	
their	“wealth	and	the	lifestyle”	or	their	“special,	God-given	beauty”,	especially	in	the	case	of	
women.	Holmes	(2005)	also	points	out	that	the	element	of	‘merit’,	in	terms	of	talent,	which,	
it	has	been	argued,	formed	an	important	part	of	the	juxtaposition	in	the	past,	appears	to	be	
largely	missing	in	heat’s	reading	of	well-knownness;	this	omission	could	perhaps	partially	be	
explained	by	the	challenge	in	portraying	‘merit’	in	heat’s	visual	approach	to	storytelling.	
Focusing	on	the	details	
The	kind	of	well-knownness	emerging	in	heat	magazine	was	also	influenced	by	the	way	in	
which	images	were	used.	Specifically,	magazines	such	as	heat	often	manipulate	images,	as	
Bull	(2010:	181)	explains,	“supplementing	the	existing	effects	of	the	paparazzi	picture	by	the	
use	of	cropping,	enlargements	and	colour	casts”,	with	arrowed	text	boxes	and	“words	
layered	directly	onto	photographs	[…]	to	fix	their	meaning”.	In	heat,	this	supplementation	of	
fixed	meaning	directs	the	reader’s	focus	to	specific	parts	of	the	picture,	very	often	small	
detail/s	that	might	otherwise	have	been	missed	in	the	grainy	blur	typical	of	paparazzi	
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images.	The	treatment	of	the	set	of	photographs	of	Britney	Spears116	is	a	good	example,	with	
arrows	and	text	layered	onto	the	images	pointing	out	what	the	magazine	portrays	as	vices,	
small	ones	in	this	instance:	tobacco	and	unhealthy	eating	habits.		
In	fact,	visual	elements	such	as	arrows	and	text	layered	onto	images	were	some	of	the	main	
devices	used	by	heat	to	portray	supposed	bodily	imperfections	or	misbehaviour.	Circles,	
arrows	and	‘sticker-like’	elements	are	used	to	focus	the	attention	on	a	variety	of	body	flaws	
including	large	hands	and	what	are	called	out	by	the	magazine	as	“terrible	teeth”,	“spider	
toes”,	huge	foreheads,	lopsided	lips,	monobrows,	“freaky	fingers”,	“gnarly	knees”,	a	
protruding	backside	and	a	so-called	“trophy	head”	in	a	‘main’	feature	(i.e.	the	feature	that	
occupies	the	most	prominent	position	on	the	magazine’s	cover	that	week).117		
Again,	as	with	the	‘cellulite	article’,	the	text	accompanying	the	photographs	seems	to	
emphasise	the	‘just	like	us’	or	‘ordinary’	notion	of	the	figure	of	the	Established	Celebrity:	
“We’re	all	just	human,	after	all,	and	we	all	have	our	imperfections	–	and	these	A-list	stars	are	
no	exception”,	reads	the	introductory	text	to	this	feature.		
It	might	be	tempting	to	view	the	‘devil-is-in-the-detail’	approach	that	is	achieved	through	
the	addition	of	elements	such	as	arrows,	circles	and	text	layered	onto	photographs	as	mere	
visual	embellishment	and	therefore	quite	superficial.	Yet	a	more	in-depth	examination	
appears	to	reveal	that	this	visual	approach	is,	in	fact,	an	enactment	of	the	editorial	focus	of	
early	21st-century	entertainment	weeklies:	a	sharp	gaze	on	the	minutiae	or	the	small	details	
of	everyday	private	life.	Every	action,	even	the	smallest	one,	seemed	to	have	been	observed.	
Thus,	any	given	week	would	give	an	account	of	where	a	personality	had	walked,	shopped	or	
gone	for	a	beauty	treatment,	what	they	had	worn	and,	most	importantly,	since	
showbusiness	couplings	continue	to	be	some	of	the	most	interesting	parts	of	the	private-life	
construction,	with	whom	they	had	met.	If	a	personality’s	private	life	was	visible	at	the	time,	
if	they	happened	to	be	a	‘hot’	topic,	or	newsworthy,	weekly	magazines	created	the	
impression	that	they	were	able	to	give	a	so-called	‘blow	by	blow’	account	of	their	actions.		
Perhaps	one	of	the	most	salient	illustrations	of	this	focus	on	every	action	is	the	“Week	in	
Pictures”	section.	Placed	prominently	upfront	in	the	magazine,	with	this	kind	of	placement,	
of	course,	indicating	importance,	the	“Week	in	Pictures”	section	provided	what	appeared	to	
be	a	kind	of	visual	diary	of	what	had	transpired	in	the	‘Celebrity	world’	construct	(often	
colloquially	called	Tinseltown	by	heat	and	its	peers)	in	the	previous	seven	days,	each	page	or	
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117	“Celebrity	Flaws!”,	heat,	23–29	October	2004.	
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double-page	spread	showing	a	scenario	in	which	one	of	a	selection	of	entertainers	had	
found	themselves	in	the	past	week.	Sometimes,	the	coverage	described	an	isolated	scenario	
or	spotting,	but	oftentimes,	there	would	have	been	some	contextualisation	of	an	individual	
scenario	in	terms	of	the	bigger	narrative	of	the	entertainer’s	image	at	the	time.	This	
contextualisation	is	one	of	the	key	characteristics	of	Celebrity	Proper.	In	other	words,	a	
personality	who	is	deemed	newsworthy	at	a	given	point	often	appeared	in	successive	issues	
of	the	magazine,	and	through	the	magazine’s	focus	on	small	changes	in	behaviour	and	
appearance,	the	reigning	Celebrity	narrative	unfolded	episodically,	on	a	weekly	basis,	not	
unlike	the	individual	storylines	in	a	soap	opera.118		
Importantly,	it	could	be	argued	that,	more	than	ever	before,	the	weekly	frequency	preferred	
by	Celebrity	magazines,	framed	the	kind	of	episodic,	cumulative	storytelling	involved	in	
representing	the	Celebrity	Proper.	By	comparison,	titles	such	as	People	and	Drum	seemed	to	
take	more	of	a	‘monthly-magazine’	approach	in	their	coverage	of	entertainment	
personalities,	reporting	in	very	broad	strokes	on	private	and	public	lives	rather	than	the	
subtle	little	shifts	and	changes	happening	over	a	week.	
A	2004	appearance	of	Britney	Spears	in	the	“Week	in	Pictures”	section119	is	a	good	
illustration	of	this	focus	on	the	minutiae,	in	terms	both	of	small	details	indicated	on	the	
photographs	themselves	(again	with	the	aid	of	visual	devices)	and	also	an	apparently	close	
examination	of	the	individual	events	that	had	transpired	in	the	singer’s	life	during	the	week.		
Britney	is	one	of	a	group	of	women	considered	to	be	particularly	newsworthy	or	‘hot’	by	
Celebrity	magazines	in	the	first	decade	of	the	21st	century,	as	they	engaged	in	highly	visible	
private-life	activities,	some	of	which	could	be	classified	at	the	very	least	as	controversial,	in	
some	cases	even	as	‘transgressive’.	The	year	2004	(when	heat	SA	launched)	was	arguably	an	
eventful	one	for	Britney,	thanks	to	a	series	of	highly	visible	public	events	that	have	since	
been	interpreted	as	signalling	the	early	stages	of	the	kind	of	publicised	downfall	
characteristic	of	this	select	group	of	women	entertainers	(Fairclough	2008).	Amongst	other	
things,	she	married	childhood	friend	Jason	Alexander	and	had	the	marriage	dissolved	fifty-
five	hours	later.	She	later	had	an	affair	with	one	of	her	‘back-up	dancers’,	Kevin	Federline,	
																																								 																				
118	Others	have	also	surfaced	similarities	between	soap	operas	and	gossip	magazines.	Hermes	(1995)	
for	instance	argues	that	people	seem	to	these	magazines	and	watch	soap	operas	for	the	same	
reasons;	that	the	two	media	hold	the	same	kind	of	attraction.	Quoting	Modleski,	Hermes	(1995:	126)	
explains	how	in	soap	operas	and	in	gossip	magazines,	“Whatever	may	happen	to	the	enormous	cast	
[…]	they	tend	to	come	back	to	the	family,	the	hospital	or	small	village	in	which	the	story	is	set”.		
119	“Britney’s	break-up	blues”,	heat,	15–21	May	2004.	
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whom	she	ended	up	marrying,	and	most	of	the	footage	for	their	2005	reality	show,	Britney	
and	Kevin:	Chaotic,	was	shot	during	the	second	half	of	2004.		
Through	its	focus	on	the	small	details	of	her	behaviour	and	movements	just	in	the	preceding	
week,	the	two-page	spread	in	the	“Week	in	Pictures”	section	represented	the	latest	
‘episode’	in	the	dominant	Britney	story	arc	at	the	time,	with	the	copy	on	the	spread	arguably	
emphasising	the	unfolding	of	events	over	a	matter	of	a	week:		
Last	week,	heat	exclusively	showed	pics	of	Britney	out	and	about	with	her	new	man	
[…]	But	mere	days	later	it	emerged	that	far	from	being	single	as	he’d	pretended	to	be,	
the	chancer	is	actually	married	–	with	two	children!	After	the	news	broke,	Britters,	who	
was	holed	up	at	the	Beverly	Hills	Hotel,	was	heard	slamming	doors	and	screaming	on	
the	phone.	When	she	did	emerge	later	that	evening,	it	was	to	pop	into	the	local	
convenience	store.120	
And	it	is	in	said	convenience	store	where	the	set	of	pictures	is	taken	showing	“Britters”,	
looking	low	and	“puffing	furiously	on	a	Marlboro	light”,	that	dominate	the	page	on	which	
this	tranche	of	copy	appears.	The	small	details	in	this	snapshot	account	of	her	week	and	
current	story	arc	manage	to	surface	elements	of	both	the	ordinary	and	the	extraordinary	
within	the	ordinary.	The	small	details	in	the	Britney	account	appear	to	be	aimed	at	showing	
that	she	is	a	girl	who	does	a	quick	late-night	dash	to	the	corner	café	for	comfort	(junk	food	
and	cigarettes),	much	like	many	other	young	women;	this	is	the	element	of	the	ordinary	
surfacing	in	the	magazine’s	representation.	But	there	is	also	something	extraordinary	about	
all	this	apparent	ordinariness	that	is	also	visible	in	the	small	details:	she	does	not	attempt	
the	late-night	trip	from	home	but	from	none	other	than	the	Beverly	Hills	Hotel.	The	copy	
points	this	out,	as	it	were,	in	passing,	and	there	is	nothing	ordinary	about	this	iconic	ninety-
year-old	hotel	with	its	close	historic	association	with	Hollywood	actors.	If	one	considers	that	
the	five-star	hotel	has	round-the-clock	room	service,	and	that	Britney	probably	has	staff	
member/s	who	can	undertake	the	late-night	foray	on	her	behalf,	a	seemingly	ordinary	
action	suddenly	becomes	peculiarly	extraordinary.		
Thanks	to	the	constant	surveillance	and	documentation	of	even	the	smallest	detail	of	the	
personality’s	life,	the	notion	of	‘Panopticism’	does	hold	some	interesting	ideas	for	the	study	
of	Celebrity	and	power.	Thompson	(1995)	has	argued	that	whereas	the	Panopticon	allowed	
for	the	surveillance,	and	subsequent	domination,	of	the	many	by	the	few,	the	development	
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of	communication	media	seems	to	have	facilitated	a	situation	where	the	few	have	become	
visible	to	the	many,	but,	importantly,	the	power	generally	tends	to	remain	with	the	few:	
Whereas	the	Panopticon	renders	many	people	visible	to	a	few	and	enables	power	to	
be	exercised	over	many	by	subjecting	them	to	a	state	of	permanent	visibility,	the	
development	of	communication	media	provides	a	means	by	which	many	people	can	
gather	information	about	a	few	and,	at	the	same	time,	a	few	can	appear	before	many;	
thanks	to	the	media,	it	is	primarily	those	who	exercise	power,	rather	than	those	over	
whom	power	is	exercised,	who	are	subjected	to	a	certain	kind	of	visibility.	(Thompson,	
1995:	134)	
In	the	Celebrity	media,	with	their	reliance	on	the	ever-present	throng	of	paparazzi	
photographers,	this	certainly	seems	to	be	the	case.	In	addition,	it	is	interesting	to	note	that	
the	audience	research	that	Hermes	(1995)	conducted	revealed	that	readers	report	feelings	
of	power,	especially	when	reading	about	scandal.121	
The	small-detail	focus	and	subsequent	episodic	unfurling	of	Celebrity	narrative	is	arguably	
one	of	the	ways	in	which	the	kind	of	well-knownness	heat	represents	can	be	distinguished	
from	previous	incarnations.	heat	SA	launch	editor	Melinda	Shaw,	in	a	personal	conversation	
(21	January	2014)	refers	to	the	magazine’s	serialised	approach	as	‘step	by	step’	in	a	brief	
comparison	between	Britney	Spears	and	Amy	Winehouse	and	American	film	actor	Rock	
Hudson,	who	is	perhaps	best	known	for	his	leading	roles	(often	opposite	actor	Doris	Day)	in	
several	romantic	comedies	of	the	1950s	and	1960s:	
Because	the	information	and	photographs	were	so	readily	available	[to	heat	at	its	
time	of	launch],	we	could	follow	someone’s	breakdown,	like	that	classic	Britney	
Spears	breakdown,	and	also	Amy	Winehouse,	step	by	step.	Compare	Amy	with	Rock	
Hudson,	one	of	the	first	famous	people	to	have	died	of	AIDS.	You	heard	he	died	of	
AIDS	after	the	fact.	You	couldn’t	follow	his	decline	like	you	did	with	Amy.	She	had	
good	days	and	bad	days	and	days	in	the	middle	and	extreme	days.	And	everything	is	
captured	on	film	[…]	and	it’s	available,	so	now	you	can	sit	with	this	whole	case	study	
of	photos	in	front	of	you	if	you	read	the	magazine	every	week.	(Melinda	Shaw,	
personal	conversation,	21	January	2014)	
Very	close	attention	to	detail,	as	symbolised	by	the	use	of	visual	devices	layered	onto	
photographs	to	guide	focus,	is	an	important	element	in	the	kind	of	visual	style	used	to	
																																								 																				
121	Hermes’s	(1995)	ethnographic	study	of	audience	reception	of	gossip	magazines	indicated,	for	
instance,	that	the	pleasures	of	reading	gossip	magazines	include	“gaining	a	sense	of	secret	power”	
over	entertainers,	especially	when	reading	about	their	wrongdoing	(Hermes	1995:	126).	
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construct	the	Celebrity	Proper.	Yet	also	evident	in	some	of	the	features	illustrating	this	point	
is	the	way	in	which	the	magazine	appears	to	have	built	the	notion	by	using	thematic	visual	
features	in	which	a	large	number	of	entertainers	appear	and	that	rely	on	a	plethora	of	
images	of	physical	imperfection	and/or	misbehaviour,	such	as	being	drunk	in	public	or	
behaving	outrageously	otherwise.		
To	a	lesser	extent,	one	can	perhaps	also	include	here	the	composite	illustration	
accompanying	the	regular	weekly	lead	story	in	the	“Fast	Gossip”	section;	these	brief,	and	
often	trivial,	stories	usually	appear	to	be	selected	for	revealing	the	outrageous,	excessive	or	
the	extraordinary,	which	is	emphasised	by	the	exaggerated	collage-like	illustrations.	A	piece	
of	‘fast	gossip’	detailing	Paris	Hilton’s	acquisition	of	a	spot	in	a	cemetery	for	her	pet	goat	is	a	
good	example.122	Paris’s	extreme	display	of	affection	for	her	pet	goat	is	ridiculed	in	the	
illustration	depicting	her	against	the	backdrop	of	the	cemetery	and	appearing	to	‘think’	
about	a	goat.	Through	these	kind	of	regular	visual	features,	a	veritable	gallery	of	excess,	
imperfection,	gaudiness	and	public	mischief	is	created	that,	by	virtue	of	the	volume	of	
images	used	in	addition	to	the	way	in	which	they	are	manipulated,	overwhelms	and	often	
seems	to	aim	at	achieving	an	overarching	impression	of	the	cartoonesque.	In	a	small	way,	
this	kind	of	visual	treatment	could	be	said	to	elicit	some	sense	of	the	‘carnivalesque’	or	of	
the	spectacle	that	Heather	Nunn	and	Anita	Biressi	(2010)	have	associated	with	the	tabloid	
media	in	general.	All	of	these	devices	and	actions,	which	appear	to	be	typical	of	21st-century	
Celebrity	magazines,	also	contribute	to	the	surfacing	of	the	‘extraordinary’	side	of	the	all-
important	ordinary-extraordinary	paradox.	
Writing	Celebrity	Proper	
It	has	been	argued	that,	more	than	any	other	form	of	well-knownness	in	the	20th	century,	
Celebrity	Proper	relies	on	visual	representation,	mostly	in	the	form	of	paparazzi	
photographs,	and	also	on	a	very	specific	visual	style	of	presentation.	But,	as	Gamson	(2001)	
seems	to	suggest,	the	kind	of	fame	most	commonly	found	in	magazines	of	the	late	20th	
century	is	also	negotiated	using	a	specific	style	of	writing.	As	staff	members	on	the	
magazine,	we	used	to	talk	about	‘heating	up’	a	piece	of	writing,	meaning	applying	heat’s	
specific	editorial	voice	and	style	to	the	text.	
As	previously	suggested,	specifically	with	reference	to	the	“Scandal!”	section	in	heat,	the	
Celebrity	Proper	is	represented	with	the	liberal	use	of	irony.	This	is	perhaps	best	witnessed	in	
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the	so-called	‘literal’	captions	accompanying	many	of	the	photographs	in	heat.	One	example	
can	be	found	in	a	“Week	in	Pictures”	instalment	featuring	local	entertainment	personality	
couple	Zuraida	Jardine	(radio	and	television	presenter)	and	Josh	Lindbergh	(heir	of	veteran	
local-entertainment	couple	Des	and	Dawn	Lindbergh).123	The	text	reveals	that	Josh	and	‘Zee’,	
as	the	magazine	nicknamed	her,	were	at	the	local	stage	production	of	The	Phantom	of	the	
Opera,	and	while	an	accompanying	photograph	appears	to	show	them	reading	the	
programme	for	the	show,	the	caption	states	that,	“The	hungry	diners	couldn’t	read	the	tiny	
writing	on	the	menu”.	Another	photograph	shows	Josh	paying	for	a	box	of	chocolates,	with	a	
handbag	also	in	the	picture;	the	accompanying	caption	appears	to	be	a	direct	quotation	
from	him	stating	that	he	will	pay	for	the	cashier’s	silence	(in	relation	to	the	media,	it	is	
assumed)	about	“his	handbag”.	The	implication	of	the	caption	is	that	heterosexual	Josh,	
arguably	a	so-called	“metrosexual”	in	terms	of	his	obvious	concern	with	his	appearance,	
might	be	uncomfortable	with	any	suggestion,	such	as	carrying	a	handbag,	that	he	might	be	
effeminate	or	homosexual.	Of	course	one	can	take	the	interpretation	even	further	by	
guessing	that	it	is	actually	Josh’s	(heterosexual)	public	image	as	one	half	of	a	high-profile	
local	couple,	that	might	fit	uncomfortably	with	any	suggestion	of	femininity	or	
homosexuality.	It	stands	to	argue	that	these	ironic	captions,	which	appeared	on	almost	
every	feature	except	the	articles	in	the	news,	fashion	and	beauty	sections	in	heat,	are	small	
reminders	to	the	readers	not	to	accept	anything	in	the	magazine,	not	least	of	all	the	
personalities	themselves,	at	face	value,	since	there	is	every	likelihood	that	everything	is	
artifice.		
“Through	irony”,	Gamson	(2001:	18–19)	writes,	“these	celebrity	texts	reposition	their	
readers,	enlightened	about	the	falseness	of	celebrity,	to	‘see	the	joke’	and	avoid	the	
disruptive	notion	that	there	is	nothing	behind	a	fabricated,	performed	image	but	layers	of	
other	fabricated,	performed	images”.	
The	constant	showing	up	of	artifice	can	easily	translate	into	a	malicious	tone,	a	kind	of	
‘bitchiness’	for	which	Celebrity	magazines	(and,	later,	also	entertainment-news	blogs,	see	
for	instance	Kirsty	Fairclough	2008)	are	often	criticised.	Shaw	explains	how	heat’s	tone	was	
developed	in	an	attempt	to	consciously	avoid	any	intentional	malice.	“We	wrote	with	
compassion	and	with	a	little	bit	of	schadenfreude	[…]	but	you	had	to	do	it	in	a	funny	way”,	
she	explains	(Melinda	Shaw,	personal	conversation,	21	January	2014).		
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The	necessary	inclusion	of	a	humorous	element	is	arguably	another	of	the	distinguishing	
features	of	heat,	Shaw	suggests	(Ibid.),	but	also	of	the	Celebrity	Proper,	specifically	
compared	to	preceding	understandings	of	fame	identified	here,	which	appear	to	favour	
relatively	‘dry’	and	‘straight’	reportage.	“You	could	stop	at	any	point	in	the	magazine,	and	
there	would	be	something	funny”,	Shaw	explains	(ibid.).	“That	is	what	set	heat	apart;	it	had	
to	be	entertaining”.	In	a	McLuhanesque	way,	then,	the	medium	becomes	the	message	in	this	
instance,	with	the	magazines	covering	entertainment	news	themselves	becoming	a	form	of	
entertainment.		
While	this	humorous	and	entertaining	approach	could	be	viewed	as	a	way	in	which	potential	
malice	could	be	avoided,	as	Gamson	(2001)	has	also	noted,	it	could	also	be	seen	as	a	way	in	
which	they	attempted	to	meet	what	some	have	argued	(e.g.	The	Economist,	2004)	were	the	
changing	needs	of	their	core	readership,	namely	women.	Readers	in	the	new	millennium	
had	tired	of	“the	formula	traditionally	thought	to	attract	their	interest:	recipes,	advice,	a	bit	
of	hope”,	veteran	Celebrity-news	journalist	and	editor	Bonnie	Fuller	told	The	Economist	in	
2004.		
Fuller	was	the	editor	of	American	supermarket	tabloid	Us	Weekly	at	the	time	the	interview	
was	conducted.	“What	they	now	want	is	their	own	version	of	the	sports	pages	—	a	vicarious	
thrill,	at	someone	else’s	expense.	They	don’t	just	want	tips;	they	want	a	diversion,	some	
fun”.	An	attempt	to	meet	what	were	perceived	as	different	needs	in	women	readers	in	the	
new	millennium	could	arguably	also	account	for	the	kind	of	approach	taken	by	Celebrity-
news	magazines	in	general,	with	an	element	of	humour	as	a	way	to	ensure	“a	diversion”	and	
“some	fun”,	and	an	element	of	scandal	ensuring	the	“vicarious	thrill,	at	someone	else’s	
expense”	(Ibid.).		
It	is	interesting	to	note	Fuller’s	comparison	of	new-millennium	Celebrity	magazines,	with	
their	majority-women	readership,	with	the	‘sports	pages’,	which	traditionally	have	a	male-
dominated	readership.	There	seems	to	be	a	hint	in	her	comment	that	the	new	generation	
Celebrity	magazines	have	been	taking	an	almost	masculine	approach	to	their	coverage,	that	
they	have	been	practising	the	kind	of	journalism	usually	associated	with	generally	male-
produced	and	-consumed	sports	pages	in	the	newspapers.	A	masculine	influence	can	
certainly	be	traced	in	heat’s	idiosyncratic	tone,	style	and	general	approach	to	Celebrity	
news,	not	least,	as	Shaw	(personal	conversation,	21	January	2014)	suggests,	because	the	
magazine	is	introduced	as	a	kind	of	feminised	version	of	the	British	men’s	magazine	(or	so-
called	‘lad	mag’)	FHM,	with	the	two	magazine	titles	launched	and	owned	by	the	same	
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publishing	company	both	in	the	United	Kingdom	(Emap	International	Limited)	and	in	South	
Africa	(Emap/Media24).	“The	heat	brand	took	its	tone	from	the	British	lad	mags”,	Shaw	
(Ibid.)	explains,	“using	a	very	specific	British	way	of	speaking:	dry,	sarcastic,	clever,	witty	and	
also	sober”.		
In	terms	of	voice,	there	is	one	last	cluster	of	language	devices	that	arguably	distinguishes	
Celebrity	Proper	coverage	specifically	in	heat	but	also	perhaps	in	Celebrity	magazines	in	
general.	These	devices	include	the	liberal	use	of	first-person-plural	pronouns	(‘we’,	‘us’,	
‘our’).	In	addition,	one	could	also	identify	the	habit	of	these	magazines	to	create,	introduce	
and	regularly	use	nicknames.	These	were	even	sometimes	chosen	specifically	to	convey	
allegiance	to	specific	personalities,	with	unapologetic	partiality	forming	part	of	heat’s	
idiosyncratic	tone	and	style.	When	news	broke	of	Brad	Pitt’s	divorce	from	his	television-
actor	wife	Jennifer	Aniston,	best	known	a	the	time	for	her	role	in	the	popular	sitcom	Friends,	
because	of	his	infidelity	with	Angelina	Jolie,	for	instance,	heat	SA	decided	to	be	on	‘Team	
Jen’	and	after	some	deliberations	decided	to	nickname	Angelina	‘Ange’	and	not	‘Angie’,	
which	was	deemed	as	too	friendly	on	the	ear	to	convey	the	magazine’s	anger	towards	
Angelina	for	robbing	everyone’s	favourite	‘friend’	of	her	husband.	Unique	couple-
combination	nicknames	were	also	a	speciality,	such	as	‘Brangelina’	(Brad	Pitt	and	Angelina	
Jolie).	heat	SA	also	deliberately	avoided	using	‘TomKat’	to	refer	to	the	actor	couple	Tom	
Cruise	and	Katie	Holmes,	as	this	nickname	was	seen	as	too	‘laddish’.	Instead	the	magazine	
specifically	devised	Tomatie,	and	used	this	alternative	nickname	to	distinguish	its	voice	from	
that	of	its	competitors.	
Beside	the	use	of	custom	nicknames	and	first-person	pronouns,	the	other	language	device	
regularly	employed	was	directly	addressing	the	entertainment	personalities	themselves,	
almost	as	if	they	could	be	part	of	the	magazine’s	readership.	The	magazine	also	assumed	
prior	reader	knowledge	of	personalities	who	were	regularly	covered	in	the	magazine.		
See	for	instance	the	coverage	of	the	Kate	Moss	cocaine	story	arc,	with	the	magazine’s	cover	
debuting	Moss’s	alliterative	and	descriptive	new	nickname	(“Cocaine	Kate”),	and	the	article	
inside	making	use	of	the	first-person	pronoun	in	the	very	first	sentence:	“We’ve	wondered	
what	Kate	Moss	(31)	sees	in	a	deadbeat	like	Pete	Doherty	(26).”124	
																																								 																				
124	De	Matos,	Lara,	“This	could	cost	Kate	her	career”,	heat,	1–7	October	2005.	
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The	cover	claiming	to	prove	Brad	and	Angelina’s	relationship125	is	a	good	example	of	the	
assumption	of	existing	reader	knowledge,	of	who	the	two	stars	in	question	are	but,	even	
more	significantly,	of	what	the	“exclusive	pictures”	(one	of	which,	showing	the	two	stars	as	
well	as	Angelina’s	adopted	son	Maddox	on	a	beach,	is	used	on	the	cover)	actually	prove	
(that	they	are	having	an	affair.		
Reader	knowledge	is	also	clearly	assumed	in	the	article	on	Paris	Hilton’s	secret	locker,	as	
there	is	reference	to	the	title	of	her	first	sex	tape,	1	Night	In	Paris,	without	any	explanation	
of	what	it	is.	The	“heirhead”	nickname	by	which	the	magazine	identifies	Paris	in	the	article	
also	arguably	makes	the	implicit	assumption	that	readers	will	know	the	she	is	an	hotel	
heiress	and	that	her	public	image,	involving	elements	of	the	‘ditzy	dumb	blonde’,	can	be	said	
to	embody	the	idea	of	the	homophonic	‘airhead’.	Paris	was	a	‘regular’	in	“What	Were	You	
Thinking?”	in	the	weekly	“Scandal!”	section,	where	personalities	were	often	directly	
addressed	in	the	copy.	In	the	instalment	of	6–12	November	2004,	both	Paris	and	actor	Kate	
Beckinsale	were	directly	addressed:	“Whoa	there	Paris,	that	sure	is	some	frock!”/”Kate,	you	
look	more	like	a	Christmas	decoration	than	a	Hollywood	starlet.”	
All	of	these	linguistic	features,	including	the	direct	address	of	the	personalities,	use	of	the	
first-person-plural	pronoun,	generous	use	of	nicknames	and	the	assumption	of	prior	reader	
knowledge,	can	be	read	to	work	together	to	create	the	illusion	that	the	magazine,	the	
readers,	and	indeed	the	stars	themselves	are	all	family	members	and	enjoy	a	close	and	cosy	
relationship	that	allows	for	scrutiny,	critique	and	gossip	without	any	fear	of	alienation	
thanks	to	the	strength	of	the	family	bonds.		
This	can	be	seen	as	evidence	of	what	Hermes	(1995)	calls	the	“extended-family	repertoire”	
reason	for	reading	Celebrity	magazines.	Engendering	“a	highly	personal	form	of	address	in	
which	solidarity	and	connectedness	resound”	(Hermes,	1995:	127),	this	repertoire	“helps	
readers	to	live	in	a	larger	world	than	in	real	life	–	a	world	that	is	governed	by	emotional	ties,	
that	may	be	shaken	by	divorces	and	so	on,	but	that	is	never	seriously	threatened”	(Hermes,	
1995:126).		
The	extended-family	repertoire	has	been	offered,	by	Leonard	(2006)	among	others,	as	one	
of	the	reasons	for	the	gossip-magazine	market’s	rapid	expansion	in	the	first	decade	of	the	
new	millennium,	with	heat	South	Africa	launch	editor	Melinda	Shaw	even	going	as	far	as	
wagering	that	stars	were	becoming	more	familiar	than	family	members	due	to	the	amount	
																																								 																				
125	heat,	7–13	May	2005.	
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of	available	information	about	their	private	lives:	“There’s	[…]	such	a	proliferation	of	info	
available	on	the	A-list	that	anyone	can	feel	they	know	them	personally”,	Shaw	told	Leonard	
(2006).	“You	can	easily	know	more	intimate,	banal	details	about	the	life	of	a	Hollywood	star	
than	you	would	of	your	cousin	Betty	in	Cape	Town”.	In	the	same	article,	Chantell	Marais	
from	Mense,	the	Afrikaans	sister	magazine	to	People,	which	launched	two	years	after	heat	
SA,	appears	to	explain	how	the	extended-family	repertoire	ensures	magazine	sales	and	
perhaps	justifies	the	popular	weekly	frequency	of	Celebrity	magazines	when	she	argues	that,	
“The	better	you	know	someone,	the	more	interesting	even	the	most	banal	details	of	their	
life	become”	(Leonard,	2006).	She	tells	Leonard,	“If	your	sister	dyes	her	blonde	hair	black,	or	
your	cousin	Betty	finally	dumps	her	cheating	husband,	you’re	interested;	you	discuss	it	at	a	
family	gathering.	The	facts	may	be	banal,	but	the	people	are	so	familiar	that	you	care	about	
even	the	trivial	details	of	their	lives	[…]	We	get	so	much	info	regularly	about	the	inhabitants	
of	Tinseltown	that	they	become	interesting	on	the	same	level”.	
Psychological	contextualisation	of	Celebrity	scandal	
Marais	and	Shaw’s	references,	in	Charles	Leonard’s	2006	Mail	&	Guardian	article,	to	the	
fictional	family	member	‘Cousin	Betty’,	and	thus	the	idea	of	the	extended-family	repertoire,	
is	fascinating	to	consider	in	this	analysis.	These	comments	from	the	editors	of	Mense	and	
heat	SA	respectively	reveal	a	sense	of	gossip,	a	perennial	favourite	device,	in	magazines	and	
other	media,	for	the	transmission	of	entertainment-personality	news.	The	comments	also	
seem	to	confirm	that	there	is	reader	interest	in	story	arcs	involving	scandal,	especially	
scandal	of	a	sexual	nature	(like	Cousin	Betty’s	husband’s	infidelity)	alongside	the	interest	in	
recent	beauty	and	fashion	(the	sister	changing	her	hair	colour).	Moreover,	Marais	and	Shaw	
also	seem	to	pick	up	on	a	concentrated	focus	on	small	details	that	may	otherwise	be	
considered	banal	or	trivial,	one	of	the	distinguishing	features	of	Celebrity	Proper	coverage.		
The	most	interesting	point	in	these	comments,	however,	is	the	allusion	to	the	‘discussion’	at	
the	family	gathering	of	the	latest	happenings	in	Cousin	Betty’s	life.	The	last	key	
distinguishing	factor	in	coverage	that	surfaces	the	Celebrity	Proper	is	a	sense	of	discussion,	
of	making	sense	of,	or	of	contextualisation	of	the	most	recent	events	taking	place	in	an	
entertainment	personality’s	life.	In	other	words,	typical	Celebrity	Proper	representation	
includes	an	identifiable	sense	of	contextualisation,	specifically	of	recent	questionable	
behaviour.		
More	specifically,	this	contextualisation	includes	rudimentary	attempts	by	the	magazines	at	
psychological	analysis,	‘psychobabble’	of	sorts.	Nunn	and	Biressi	(2010:	53)	argue	that:	
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Invoked	by	media	commentators,	‘experts’	and	the	celebrity	him/herself,	the	tropes	
of	therapy	–	the	family	history,	the	consideration	of	sexuality	as	a	motivating	force	in	
identity,	the	notion	of	unconscious	drives	to	be	identified	and	unpicked,	the	idea	of	
the	returning	symptom,	and	so	on	–	are	now	a	compacted	device	for	delving	beneath	
the	surface	of	the	celebrity’s	persona	both	in	particular	moments	and	across	career	
histories.	
A	main	feature,	punted	on	the	cover	of	heat,	on	women	in	entertainment	who	appear	to	be	
particularly	unfortunate	in	terms	of	romance	is	a	good	example	of	this	attempt	at	
psychological	analysis.126	Each	of	the	six	pages	is	devoted	to	one	or	two	women.	Used	
liberally,	some	of	the	photographs	appear	to	be	candid	while	others	have	obviously	been	
shot	in	a	studio;	the	pictures	seem	to	have	been	selected	for	showing	the	women	as	
glamorous	yet	not	looking	particularly	happy,	arguably	to	support	the	idea	of	their	being	
“unlucky	in	love”.	In	typical	tabloid	style,	each	entry	has	what	looks	like	a	torn-out	excerpt	
from	a	regular	newspaper-dating	column	giving	the	woman’s	romantic	history	in	heat	style,	
assuming	much	reader	knowledge.	UK	pop	singer	Geri	Halliwell’s	‘tear-out’	reads:	“Petite	
blonde,	32,	getting	more	buxom	by	the	minute,	likes	yoga,	photographers	and	small	fluffy	
dogs.	WLTM	good	looking,	outgoing	and	generous	guy	who	loves	pop	music.	No	
heartbreakers	or	visiting	Americans	please”.		
But	it	is	in	the	‘diagnosis’	following	these	individual	truncated	romantic	histories	that	one	
truly	gains	a	sense	of	psychological	analysis.	In	capital	letters	heat	purports	to	identify	each	
woman’s	main	‘problem’;	for	Geri	it	is	that	she,	“Always	goes	for	bad	boys!”.	Then	the	
justification	follows,	replete	with	intimate	knowledge	of	the	singer’s	domestic	life	(the	
reference	that	she	lets	her	pet	dog	sleep	in	her	bed).	The	pop	singer	‘confesses’,	and	some	
advice	from	the	‘magazine-as-therapist’	follows,	directly	addressing	the	singer,	in	the	
imperative	mood:	
Men	lust	after	Geri’s	reborn	curves,	but	[…]	she	remains	the	eternal	singleton.	It	seems	
she	can’t	resist	naughty	boys	who	can’t	provide	the	security	she	so	desperately	seeks,	
so	she	inevitably	ends	up	alone	and	heartbroken.	Geri’s	certainly	roadtested	a	few	
fellas,	including	[…]	Robbie	Williams,	who	called	her	a	“demonic	little	girl”	after	they	
split;	recovering	drug	addict	Demian	Warner	(they	split	after	he	accused	her	of	being	
too	possessive)	[…]	“As	far	as	men	go,	you	attract	what	you	subconsciously	believe	you	
																																								 																				
126	“Unlucky	in	Love”,	heat,	11–17	September	2004.	
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deserve”,	admits	Geri.	Perhaps	it’s	time	to	start	having	a	higher	opinion	of	yourself,	
love.	
heat	verdict:	Geri,	find	a	decent	man	who	won’t	do	the	dirty	on	you	–	and	doesn’t	mind	
sharing	a	bed	with	your	dog	Harry.	
Disguised	as	well-meant,	almost	professional	advice	to	the	entertainers	in	the	feature,	yet	
subverting	the	serious	‘agony	aunt’	tradition	with	humour,	this	coverage,	of	course,	provides	
a	way	of	“delving	beneath	the	surface	of	the	celebrity’s	persona”	(Nunn	&	Biressi,	2010:	53)	
and	contextualising	them,	at	least	in	terms	of	their	romantic	misfortunes.	By	constantly	
providing	this	kind	of	contextualisation	for	its	readers,	mostly	through	piecing	together	bit	of	
evidence	in	an	attempt	at	psychological	analysis,	the	magazine	could	be	said	to	have	
constructed	a	constantly	unfolding	narrative	of	every	personality’s	life.	
A	narrative	of	this	kind	is,	of	course,	not	an	entirely	new	development	in	the	realm	of	
entertainment.	As	noted	in	Chapter	2,	the	American	film	industry	in	the	first	half	of	the	20th	
century	successfully	used	narratives	spanning	both	the	public	and	(very	often	constructed)	
‘private’	lives	of	its	contracted	actors	to	market	its	films.	At	first,	private	lives	were	
constructed	to	correspond	with	the	actors’	public	or	on-screen	image	and	not	confuse	
audiences,	but	later	private	personalities	started	diverging	from	on-screen	images,	
maximising,	inflecting	or	resisting	on-screen	social	typification.	This	was	possibly	done	in	an	
attempt,	by	the	film-production	studios,	to	present	the	public	with	a	narrative	of	a	more	
textured,	and	seemingly	authentic,	star.	The	fanzine,	the	early	20th	century	predecessor	of	
the	later-century	weekly	Celebrity	magazines,	was	one	of	the	main	marketing	vehicles	
carrying	this	narrative	on	behalf	of	the	film	industry.	
However,	with	the	disbandment	of	the	American	film	studio	system	towards	the	middle	of	
the	century,	the	screen	artists	“lost	access	to	the	tightly	run	publicity	machine”	(Sternheimer	
2011:	148),	which	meant	they	finally	had	the	freedom	to	control	their	own	images	on	the	
one	hand,	but	they	simultaneously	lost	the	protection	they	had,	specifically	against	bad	
publicity.		
No	longer	marketing	tools	for	the	Hollywood	film	industry	but	owned	by	independent	
publishers,	entertainment-personality	magazines	around	the	turn	of	the	20th	century	
pounced	on	this	kind	of	material.	Without	the	proper	contextualisation,	the	coherent	
narrative	framework	that	was	constructed	and	maintained	by	the	Hollywood	production	
studios,	magazine	coverage	of	entertainers	typically	became	disconnected	and	disjointed.		
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Yet	as	the	personalities	became	more	adept	at	managing	their	own	image,	often	by	
appointing	a	team	of	experts	including	publicists,	representatives	and	agents,	the	narrative	
element	returned.	For	instance,	the	incorporation	of	a	hint	of	the	scandalous	into	the	image,	
characteristic	of	the	Celebrity	Proper	figure,	could	be	read	as	an	attempt	at	representing	a	
coherent	yet	textured	image,	a	‘human’	narrative.	Since	entertainment	personalities	were	
generally	celebrated	in	their	own	lifetime,	it	was	a	constantly	unfolding	narrative	that	had	
the	potential	to	change	its	leitmotif	in	order	to	increase	its	commercial	appeal.	Neal	Gabler	
(2001:	4)	is	one	of	the	few	to	have	noted	a	specific	narrative	element	in	the	construction	of	
modern	Celebrity:		
What	turns	a	famous	person	into	a	celebrity?	The	grand	answer,	on	empirical	
evidence,	seems	to	be	narrative.	The	main	reason	we	want	to	read	about	certain	
individuals	in	supermarket	tabloids	[…]	or	we	want	to	watch	television	reports	about	
them	[…]	is	that	we	are	interested	in	their	stories.	
Gabler	(2001:	4,	original	emphasis	retained)	further	identifies	the	modern	Celebrity	as	
“human	entertainment”	or	“a	person	who,	by	the	very	process	of	living,	provide[s]	
entertainment”.	The	source	of	this	entertainment	is	the	“plotline”,	Gabler	(2001:	5)	argues,	
seemingly	corroborating,	with	a	host	of	examples	ranging	from	actor	Matthew	Perry’s	drug	
addiction	to	Jesse	Jackson’s	illegitimate	child,	the	argument	offered	here,	that	the	most	
interesting	plotlines	or	story	arcs	include	an	element	of	scandal.	Modern	entertainers,	
Gabler	writes,	“are	living	out	narratives	that	capture	our	interest	and	the	interest	of	the	
media	—narratives	that	have	entertainment	value.	Or	put	another	way,	what	stars	are	to	
traditional	movies,	celebrities	are	to	[…]	the	“life	movie”	—	a	movie	written	in	the	medium	
of	life”	(Gabler,	2001:	5).	
Unlike	the	narratives	constructed	by	the	Hollywood	studios	for	their	contracted	stars	in	the	
early	20th	century,	the	Celebrity	story	arcs	of	the	late	20th	and	early	21st	century	vary	in	
quality	and	coherence,	with	some	entertainers	and	their	representatives	more	accomplished	
in	the	business	of	image-making	than	others.	Much	has	been	written,	for	instance,	about	
entertainment	personalities	displaying	superior	deftness	in	managing	their	own	image.127	At	
the	same	time,	since	the	Celebrity	weeklies	were	now	independent	of	the	production	
studios	and	subsequently	of	the	entertainers	themselves,	they	were	not	privy	to	the	
underlying	narratives	constructed	by	the	stars	and	their	image-makers.	Thus,	the	kind	of	
representation	appearing	in	these	magazines	was	the	result	of	a	constant	negotiation	
																																								 																				
127	See,	for	instance,	readings	of	Angelina	Jolie	(Hoggard	2010),	Beyoncé	Knowles	(Cashmore	2010)	
and	Charlize	Theron	(Petersen	2017).	
	 157	
process	between	the	personalities	and	the	magazines:	what	was	to	remain	hidden	and	what	
was	to	be	exposed	and,	more	importantly,	how	could	every	new	story	arc,	every	new	
snippet	of	information,	every	new	set	of	photographs,	be	contextualised.	Sometimes	these	
modern	Celebrity	magazines	were	themselves	instrumental	in	the	production	of	the	
narrative,	providing	background	and	context	by	way	of	amateur	psychological	analysis,	while	
at	other	times	they	were	mere	‘consumers’,	like	their	readers	in	a	sense,	consuming	what	
the	personalities	revealed	and	speculating	about	the	meaning	of	the	latest	behaviour	or	
fashions	to	be	captured	on	celluloid.	
Conclusion	
As	a	heat	SA	staff	member	in	the	early	2000s,	I	became	adept	at	what	we	called	‘heating	up’	
copy.	This	involved	emphasising	certain	details	of	the	story,	adding	varying	degrees	of	
humour,	satire	and	irony	but	also,	crucially,	by	providing	context	for	our	readers	by	
analysing	the	latest,	often	very	small,	twists	and	turns	in	the	collection	of	entertainment-
personality	story	arcs	we	were	following	at	any	particular	point.	Picking	up	on	the	unfolding	
“therapeutic	narrative”	(Nunn	&	Biressi,	2010:	53)	of	the	entertainers	who	were	‘hot’	for	our	
readership	at	the	time,	we	would	carefully	consider	whether	and	how	the	large	amounts	of	
photographic	evidence	we	would	receive	on	a	daily	basis	could	be	used	to	support	our	
particular	reading.		
The	carefully	considered	editorial	approach,	evident	from	heat	SA’s	so-called	‘brand	book’,	
guiding	this	particular	type	of	weekly	coverage,	and,	consequently,	the	famous	figure	
emerging	from	the	pages	of	the	magazine,	set	out	its	distinguishing	characteristics.	
Scandalous	storylines	were	given	preference,	especially	those	for	which	we	had	possible	
visual	evidence,	and	for	the	rest,	the	editorial	approach	relied	on	satire,	humour	and	
contextualisation	to	make	it	ultimately	compelling	enough	to	ensure	that	readers	would	
return	for	another	episode	of	Celebrity	news,	week	after	week.	
The	craft	of	Celebrity	journalism,	a	relatively	newly	formalised	area	of	specialisation	that	
heat	arguably	pioneered,	at	least	in	South	Africa,	was	as	fascinating	as	the	Celebrity	Proper	
figure	itself.	As	was	acknowledged	above,	this	Celebrity	Proper	figure	was	the	understanding	
of	fame	that	triggered	the	interest	in	this	project	in	the	first	place.	While	I	was	writing	up	the	
thesis,	I	considered	calling	this	category	the	Established	Celebrity,	as	it	immediately	
succeeded	the	Emerging	Celebrity.		
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But	then,	as	we	entered	the	second	decade	of	the	new	millennium,	the	Celebrity	figure	
gradually	proved	itself	to	be	somewhat	ephemeral,	perhaps	even	as	fleeting	as	some	of	the	
entertainment	personalities	who	can	be	said	to	be	prime	examples	of	this	early	21st-century	
understanding	of	fame,	and	the	adjective	‘established’	was	not	so	suitable	any	more.		
The	dominance	of	the	Celebrity	Proper	dwindled	for	a	number	of	reasons,	some	of	which	are	
arguably	beyond	the	scope	of	this	thesis.	But	what	can	be	said	is	that	print	media	as	a	whole	
started	facing	the	threat	of	digital	publishing.	Weekly	Celebrity	print	magazines	were	
particularly	vulnerable,	as	readers	started	demanding	immediate	and	free	access	to	
showbusiness	news,	specifically	visual	material:	the	photographs	that	had	previously	
guaranteed	exclusivity	and,	subsequently,	sales	for	the	printed	magazines.	In	South	Africa,	
the	“Cocaine	Kate”	and	Joost	van	der	Westhuizen	‘video	scandal’	photographs	and	coverage	
were,	for	instance,	only	available	locally	in	heat	(and	the	Media24	newspaper	Rapport	in	the	
case	of	Joost)	and	unavailable	in	digital	format	or	online,	hence	guaranteed	magazine	sales.	
But	once	digitisation	created	the	opportunity	for	this	kind	of	content	to	be	available	
immediately,	and	often	free	of	charge,	the	demand	for	printed	Celebrity	magazines	started	
to	diminish.	
This	is	what	Olivier	Royant,	editor	in	chief	of	the	French	weekly	showbusiness-lifestyle	
magazine	Paris	Match,	seems	to	be	hinting	at	with	his	comment	that:	“Today	the	user	is	
connecting	with	our	brand	10	times	a	day.	It’s	no	longer	about	who	gets	the	scoop	when	the	
information	is	all	over	the	internet.	Now	it’s	about	who	can	get	that	exclusive	headline	up	on	
the	platform	first.	It’s	about	speed.	From	the	weekly	to	the	moment”	(Moss	2016).	A	
renowned	figure	in	international	publishing,	who	“played	a	pivotal	role	in	[Paris	Match’s]	
digital	transformation”	(Moss	2016),	Royant	made	the	comment	in	Cape	Town	during	a	
Media24	conference.	
A	year	earlier,	Media24	gave	digitisation	as	the	main	justification	for	its	closure	of	heat	SA	in	
2015,	just	over	a	decade	after	its	2004	launch.	“For	breaking	celebrity	news	the	internet	has	
become	the	source	for	celebrity	junkies	and	we	are	well	positioned	to	capitalise	on	this	
through	our	fast-growing	celebrity	sites”,	Minette	Ferreira,	then	head	of	weekly	magazines	
at	Media24,	said	in	the	official	press	statement	announcing	the	closure	(TMO	Reporter	
2015).	heat	SA	was	the	only	local	Celebrity-only	print	title,	with	its	competitors,	including	
Huisgenoot,	You,	Drum,	Move!	and	People	all	categorised	as	family	magazines.	In	other	
words,	the	demise	of	heat	spelled	the	end	of	the	Celebrity-only	title	in	South	Africa	and	
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could	be	said	to	have	heralded	the	death	of	the	true	Celebrity	Proper	figure	–	on	the	local	
landscape	and	in	print	coverage,	at	least.	
Ferreira	linked	the	company’s	decision	to	both	local	and	international	trends:	“It	is	always	
difficult	to	close	a	magazine	but	international	and	local	trends	show	that	celebrity-only	print	
titles	are	in	decline”,	she	commented	to	the	industry	magazine	The	Media	Online	(Ibid.).	
However,	some	of	these	international	Celebrity-only	print	titles	continued	to	survive	despite	
lower	sales	figures,	ostensibly	the	result	of	digitisation,	with	the	original	UK	edition	of	heat	
and	the	American	US	Weekly	being	two	prominent	examples.		
However,	and	this	is	a	crucial	observation,	the	early	indications	seem	to	be	that,	despite	the	
continued	survival,	globally,	of	some	Celebrity-only	print	titles,	moving	towards	the	third	
decade	of	the	21st	century,	the	Celebrity	Proper	itself	was	on	the	decline	in	print,	both	
locally	and	internationally.	Despite	its	demise,	the	brief	presence	of	this	figure	on	the	local	
landscape,	in	heat	SA,	seemed	to	have	made	an	impression	on	its	competitor	titles,	with	the	
occasional	reminders	of	the	Celebrity	Proper	appearing	in	the	surviving	weeklies.	But,	as	the	
discussion	in	the	next	and	final	chapter	will	attempt	to	show,	the	post-heat	understanding	of	
fame	appears	not	to	have	one	or	more	distinctive	characteristics	setting	it	apart,	as	its	
predecessors	did.		
Over	and	above	digitisation,	there	seemed	to	be	one	other	significant	‘threat’	to	what	could	
be	described	as	the	Celebrity	Proper	in	print.	It	could	be	argued	that	the	growing	trend	to	
include	armchair	psychological	analysis	to	contextualise	behaviour,	and	especially	what	
could	be	portrayed	as	misbehaviour,	of	entertainment	personalities,	challenged	the	figure’s	
survival.	Nunn	and	Biressi	(2010:	53)	write	that	this	psychological	analysis	“is	frequently	the	
means	to	shift	the	story	of	celebrity	transgression	beyond	initial	shock,	outrage	and	disdain	
into	a	new	field	of	self-inspection	and	public	reparation”.	“Therapeutic	narrative”	is	how	
Nunn	and	Biressi	(2010:	53)	describe	this	form	of	analysis.	And	it	could	be	suggested	that	it	is	
the	notion	of	the	treatment	of	mental	illness,	which	is	implicated	by	the	word	“therapeutic”,	
that	eventually	threatens	the	survival	of	the	Celebrity	Proper.	Balancing	relatively	superficial	
psychological	analysis	of	risqué	behaviour	with	a	satirical,	ironic	editorial	voice	becomes	
highly	problematic,	even	unsustainable,	when	there	is	a	real	possibility	of	intense	conflict	
and	suffering	evident	in	the	behaviour.	
Early	heat	UK	editor	Mark	Frith,	credited	as	being	the	mastermind	behind	the	original	heat	
editorial	formula,	seems	to	acknowledge,	in	his	2008	memoirs,	the	limitations	of	the	
continuous	pursuit,	in	the	coverage,	of	transgressive	behaviour.	One	could	perhaps	argue	
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that	the	preference	for	coverage	of	ever-more	transgressive	behaviour	combined	with	the	
growing	trend,	in	21st-century	weeklies,	to	include	psychological	analysis	as	a	form	of	
contextualisation	of	this	behaviour,	made	the	craft	of	Celebrity	journalism	rather	tedious,	
and,	crucially,	the	Celebrity	Proper	rather	bleak.	Faced	with	the	prospect	of	a	potentially	
unappealing	figure	that	would	in	a	sense	appal,	rather	than	appeal	to,	the	readership,	
Celebrity	weeklies,	it	could	be	argued,	had	to	revise	their	editorial	formula	again,	which	
would	lead	to	the	emergence	of	another	permutation	of	the	existing	characteristics	of	fame.	
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Chapter	5:	
The	Figure	Now	
While	I	was	in	the	final	stages	of	writing	the	previous	chapter,	in	the	early	months	of	2017,	
Joost	van	der	Westhuizen,	once	a	captain	of	the	South	African	national	rugby	team,	died.	He	
succumbed,	at	the	age	of	forty-five,	to	motor	neurone	disease	(MND),	an	illness	with	which	
he	had	first	been	officially	diagnosed	in	2011.		
Two	of	the	local	magazines	examined	during	this	project	carried	tribute	sections	the	week	
immediately	following	Joost’s	death:	Huisgenoot	(as	well	as	its	English-medium	sister	
magazine,	YOU)128	and	People.129	The	term	‘tribute’,	with	its	associated	meanings	of	
admiration	and	respect,	reflects	the	general	thrust	of	the	posthumous	coverage,	which	
could	be	described	as	hagiographic.	‘Joost	the	Hero’	dominated	the	tribute	sections	with	
ample	reference	to	his	achievements	on	the	rugby	field	but	also	what	was	depicted	as	an	
exceptionally	courageous	fight,	on	behalf	of	others,	against	the	debilitating	MND	that	ended	
up	claiming	his	life.	In	addition,	the	tributes	surfaced	Joost	in	the	way	he	had	emerged	in	the	
weekly	magazines	during	his	lifetime,	namely	as,	to	use	the	terminology	adhered	to	here,	a	
Star	and	also	as	an	Emerging	Celebrity.	There	were	even	limited	and	relatively	cautious	
references	to	the	story	arc	involving	the	‘sex	and	drugs	video’	that	briefly	appeared	to	
qualify	him	as	a	Celebrity	Proper	figure	in	2009.	
In	other	words,	at	various	points	in	the	magazine	coverage	following	his	tragic,	premature	
death	and	during	the	course	of	his	life,	Joost	was	represented	as	all	four	of	the	core	figures	
identified	here.	Considering	the	way	in	which	the	weekly	magazines	covered	Joost	in	life	and	
in	death	allowed	for	a	comprehensive	reflection	on	the	trajectory	of	20th	century	fame	
proposed	here.	Furthermore,	the	Joost	coverage	opened	up	the	possibility	of	considering	
whether	a	new	category	of	fame	should	be	proposed,	and	if	so,	what	distinct	features	would	
characterise	such	a	category.	The	process	again	led	to	a	consideration	of	the	three	questions	
guiding	the	process	of	categorisation	itself:	who	warrants,	achieves	or	merits	coverage	in	
South	African	magazines?;	what	characteristics	or	elements	are	they	covered	for,	or	why	are	
they	covered	in	these	magazines?;	and	finally,	how	do	these	magazines	cover	them,	or	in	
what	form	does	the	coverage	appear?	
																																								 																				
128	YOU	launched	in	1986.	
129	The	tributes	appeared	in	People,	17	February	2017	and	the	Huisgenoot	and	YOU	editions	of	16	
February	2017.	
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5.1	Dispersal	and	hybridity	in	The	Figure	Now	
We	continue	to	see	the	emergence	of	figures	that	roughly	fit	into	the	Star	and	Emerging	
Celebrity	and	Celebrity	Proper	categories	as	defined	in	the	relevant	chapters,	with	the	odd	
Hero	also	making	an	appearance.	
In	other	words,	it	could	be	tentatively	suggested	that	the	main	kind	of	fame	in	weekly	
magazines	as	we	move	towards	the	middle	of	the	century	encompasses	elements	of	all	four	
of	the	major	categories	of	fame	explored	here.	But	this	statement	needs	some	qualification.	
It	is	important	to	bear	in	mind	that	the	analysis	throughout	has	been	of	the	‘dominant’	or	
‘main’	form	of	fame.	In	other	words,	in	any	issue	of	a	weekly	magazine	title,	the	focus	was	
on	what	type	of	figure	emerged	most	prominently.		
At	the	beginning	of	the	20th	century,	almost	all	the	people	covered	in	Huisgenoot	could,	for	
instance,	be	described	as	true	to	the	notion	of	the	Hero,	most	of	them	in	the	epic	sense.	In	
1950s	Drum,	substantial	sections	in	the	coverage	surfaced	the	Star	figure.	Then,	the	main	
focus	of	most	of	the	coverage	in	1980s	People	and	heat	in	the	new	millennium	emphasised	
elements	of	flaw,	whether	imperfection	or	ill-judged	behaviour,	and	this	supposedly	‘flawed’	
figure	was	named	first	named	here	as	the	Emerging	Celebrity	and	subsequently	the	Celebrity	
Proper.	So	the	analysis	identified	four	distinct	figures	or	categories:	the	Epic	Hero,	the	Star,	
the	Emerging	Celebrity	and	the	Celebrity	Proper.		
But,	crucially,	in	the	magazine	coverage	post-Celebrity,	it	has	become	a	challenge	to	identify	
one	single	figure	displaying	any	kind	of	distinctly	new	trait	or	characteristic,	and	this	applies	
to	both	local	and	international	magazines.	Early	indications	are	that	coverage	for	the	most	
part	surfaces	characteristics	of	not	one	but	two	of	the	existing	figures,	the	Star	and	the	
Emerging	Celebrity.	Occasionally	there	is	still	coverage	that	seems	to	surface	elements	of	the	
Celebrity	Proper	figure.	Qualities	associated	with	the	Hero	appear	even	more	sporadically,	
and	the	‘epic’	element	can	be	said	to	be	entirely	absent.	The	personalities	associated	with	
heroic	traits	are	not	politicians	or	captains	of	industry,	as	was	the	general	case,	for	instance,	
in	Huisgenoot	a	century	before.	Rather,	we	find	the	magazines	most	often	celebrating	heroic	
traits	in	sportspeople,	with	Joost	van	der	Westhuizen	being	a	good	example	here.	The	
obvious	link	between	heroism	and	sport	has	been	pointed	out	before,	with	Turner	(2004:	
19)	noting	that	sportspeople	are	“especially	articulated	to	discourses	of	achievement,	
excellence	and	transcendence”,	which	are	all,	of	course,	elements	that	also	apply	to	the	
definition	of	the	Hero.	
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So	one	could	argue	that	naming	this	chapter	exploring	the	specific	brand	of	fame	that	is	
emerging	in	weekly	magazine	coverage	towards	the	middle	of	the	21st	century	as	the	‘Figure	
Now’	is,	in	a	sense,	problematic.	There	is	not	one	‘figure’	that	emerges	most	strongly	or	
prominently.	Rather,	there	are	two,	or	occasionally	even	three,	categories	of	fame	that	
emerge	equally	strongly	in	coverage	of	people	in	any	given	issue	of	a	weekly	magazine.	
Moreover,	when	one	considers	the	reasons	for	being	covered,	and	which	elements	are	given	
prominence	in	the	coverage,	there	are	no	distinctly	new	elements	that	would	give	one	
reason	to	propose	a	distinctly	new	figure.	To	accurately	capture	this	last	understanding	of	
fame	evident	in	weekly	magazine	coverage,	it	seems	the	focus	has	to	move	away	from	a	
figure	and	even	a	category,	as	such,	and	more	towards	an	understanding	that	encompasses	
a	‘dispersal’	of	characteristics	or	traits	of	all	three	the	previous	understandings	of	fame	in	
the	trajectory	proposed	here.	
Interestingly,	judging	by	the	literature	on	fame	practised	and	represented	on	online	and	on	
social	media,	what	we	appear	to	be	witnessing	in	the	(traditional)	magazine	medium	
extends	to	the	‘new’	media	as	well.	Despite	offering	increased	visibility,	the	multiplicity	of	
new	media	cannot	be	said	to	have	convincingly	surfaced	a	consistent,	entirely	new	form	of	
fame.	There	seems	to	be	a	dispersal	of	characteristics	of	previous	understandings	of	fame	as	
well	as	a	continuation,	via	these	electronic	media,	of	the	forms	of	fame	we	have	witnessed	
in	other	media	throughout	the	previous	century.		
For	instance,	Marshall	(2010:	46),	argues	that,	“Past	celebrity	discourse,	with	its	textual	and	
more	significantly	extra-textual	dimensions	that	revealed	an	interrelation	between	the	
public	and	the	private	self,	has	served	as	the	template	for	the	production	of	the	on-line	self”.		
Referring	specifically	to	the	“Twitterverse”,	Sarah	Thomas	(2014:	242)	adds	that,	“[W]hile	
Twitter	may	represent	a	deviation	from	older	models	of	stardom,	there	remain	important	
continuities	and	contexts	between	‘old’	and	‘new’	celebrity	behaviours	and	media	forms	[…]	
many	online	practices	characterised	as	new	have	clear	antecedents	in	wider	histories	of	
stardom”.	And	with	reference	to	the	“Instafame”	acquired	on	the	image-sharing	social	
networking	service	Instagram,	Alice	Marwick	(2015:	157)	argues	that	this	social	medium	
reinforces	“traditional	hierarchies	of	fame”.	
Returning	to	fame	as	it	emerges	in	traditional	print	magazines,	the	difficulty	to	identify	a	
distinctly	new	category	is	perhaps	also	evident	in	the	fact	that	it	seemed	impossible	to	pick	
one	specific	weekly	title	as	being	the	ultimate	medium	for	the	analysis	of	the	Figure	Now.	
This	is	in	contrast	to	the	way	in	which	the	Epic	Hero	could	be	said	to	have	been	almost	
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synonymous	with	early	20th-century	Huisgenoot,	the	Star	figure	of	1950s	Drum	has	become	
iconic,	and	People	and	heat	have	come	to	be	strongly	associated	with	the	heartbreak	and	
scandal	that,	it	has	been	argued,	distinguishes	the	Emerging	Celebrity	and	Celebrity	Proper	
figures.	The	distinctions	in	the	coverage	of	showbusiness	personalities	between	the	different	
local	weekly	magazines	on	the	market	(which	included	Huisgenoot,	YOU,	Drum,	People	and	
Move!)	seem	to	be	very	subtle.	In	general,	it	could	be	said	that	all	of	these	magazines,	
sometimes	within	one	weekly	issue	and	sometimes	over	various	issues,	emphasise	different	
characteristics	in	their	coverage	of	showbusiness	personalities	that	would	lead	to	the	
surfacing	of	Star	and	Celebrity	and,	occasionally,	Hero	figures.	
It	is	interesting	to	reflect	on	the	shifts	that	happened	within	a	century	and,	in	some	
instances,	within	the	same	titles,	to	a	large	extent	because	of	globalisation.	Early	20th-
century	Huisgenoot	was	one	of	only	a	handful	of	South	African	magazines,	almost	all	of	them	
aimed	at	a	white	Afrikaans-speaking	readership,	and	its	coverage	surfaced	the	Epic	Hero	
figure.	This	figure	was	dominant	in	Huisgenoot	despite	major	shifts,	both	locally	and	
internationally,	towards	coverage	of	entertainers.	In	other	words,	the	Epic	Hero	retained	its	
dominant	position	in	Huisgenoot	for	a	longer	period	of	time	compared	to	movements	on	the	
international	magazine-publishing	front.	Drum	from	the	1950s	followed	publications	
elsewhere,	arguably	adapting	an	international	formula,	which	originally	had	been	devised	to	
market	white	US	film	actors.	But	it	selected	local	black	entertainers	for	Star	representation	
for	its	almost	exclusively	black	African	readership.		
Towards	the	end	of	the	20th	century,	both	Drum	and	Huisgenoot	belonged	to	the	same	
publishing	house,	Nasionale	Pers	(with	its	newspaper,	magazine	and	online	publication	
division	now	known	as	Media24),	and,	together	with	Huisgenoot’s	English	equivalent,	YOU,	
their	coverage	surfaced	the	same	kind	of	figure,	even	though	the	entertainment	
personalities	themselves	were	selected	to	suit	the	white	Afrikaans,	white	English-speaking	
and	black	readerships	of	Huisgenoot,	YOU	and	Drum	respectively.	In	terms	of	who	was	
selected	for	coverage,	what	features	were	emphasised	in	the	coverage	and	the	style	of	the	
coverage,	the	dominant	figure	that	emerged	in	these	three	local	magazines	was	also	
generally	very	much	like	that	represented	in	magazines	globally.		
The	global	influence	was	undeniable	when	it	came	to	local	coverage	surfacing	the	Celebrity	
around	the	turn	of	the	20th	century.	Both	the	People	and	heat	brands	had	international	
links.	People	SA,	in	which	the	Emerging	Celebrity	dominated,	had	an	eponymous	brand	in	
the	United	States,	and	heat	SA,	which	surfaced	the	Celebrity	Proper,	was	an	international	
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franchise	of	the	UK	brand.	Furthermore,	international	personalities	from	the	United	States	
and,	to	a	lesser	extent,	the	United	Kingdom	were	in	the	majority	in	the	coverage	of	both	
these	magazines.	Most	importantly,	however,	the	global	influence	could	also	be	seen	in	the	
coverage	style	employed	by	the	local	magazines.	In	other	words,	not	only	was	there	a	
preference	for	international	entertainment	personalities,	the	way	in	which	they,	as	well	as	
the	select	few	local	personalities,	were	covered,	corresponded	with	what	was	happening	on	
the	entertainment	publishing	front	abroad.		
As	the	world	has	become	ever	more	interconnected,	and	connection	speeds	are	becoming	
increasingly	faster,	the	trend	to	remain	in	sync	with	Celebrity-magazine	coverage	in	other	
parts	of	the	world,	specifically	in	terms	of	style,	focus	and	execution,	seems	to	continue	in	
local	magazines	in	the	new	millennium.	Put	differently,	compared	to	previous	forms	of	fame,	
it	is	difficult	to	understand	the	Figure	Now	mainly	in	terms	of	the	local	context;	rather,	the	
global	influence	has	become	dominant	and	all-important,	and	could	be	said	to	eclipse	the	
local.	
Thus,	in	both	local	and	international	titles,	we	now	see	how	the	same	individual	person	
might,	in	different	issues	of	a	magazine	or	even	sometimes	in	different	sections	of	one	issue,	
straddle	more	than	one	of	the	definitions	of	fame,	sometimes	emerging	as	a	Star	and	at	
other	times	an	Emerging	Celebrity	or	a	Celebrity	Proper,	and	perhaps,	once	in	a	while,	a	
Hero.	Because	one	individual	person	can	emerge	in	terms	of	the	different	categories	of	fame	
suggested	here,	one	could	say	that	this	new	post-Celebrity	understanding	is	a	‘mixed’	or	
‘hybrid’	form	of	fame.	A	sense	of	hybridity	is	another	characteristic	of	The	Figure	Now	that	
appears,	from	the	literature,	to	extend	to	fame	represented	in	magazines	to	that	as	
practised	and	presented	on	the	new	media.	Marshall	(2010:	35,	emphasis	added)	defines	the	
social	network	sites	as	“presentational	media”,	as	they	are	a	“form	of	presentation	of	the	
self	and	[produce]	this	new	hybrid	among	the	personal,	interpersonal	and	the	mediated”.	
It	must	be	noted,	however,	that	in	terms	of	hybridity	in	the	printed	magazines,	one	
personality	would	for	the	most	part	be	covered	in	terms	of	two	consecutive	categories	in	the	
trajectory,	so	mostly	as	a	Star	and	an	Emerging	Celebrity,	or	occasionally	as	a	Hero	and	a	
Star.	One	could	say	that	this	coverage	in	terms	of	consecutive	categories	contributed	to	the	
representation	of	each	personality	in	terms	of	a	coherent	personal	narrative,	which	has	
been	shown	as	a	strong	characteristic	of	the	Celebrity	Proper.	It	is	again	interesting	to	see	
how	this	endeavour	for	coherence	of	the	personal	narrative	has	influenced	online	fame.	In	
particular,	the	work	of	Theresa	Senft	(2015:	346)	about	what	she	calls	the	‘microcelebrity’	is	
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of	interest	here.	She	coined	this	term	while	researching	girls	“broadcasting	their	lives	over	
the	Internet”	in	the	first	decade	of	the	new	millennium,	and	notes	how	since	then,	“the	
discourse	of	“brand	me”	has	exploded	into	the	public	sphere.	She	further	defines	the	
microcelebrity	practice	as	“the	commitment	to	deploying	and	maintaining	one’s	online	
identity	as	if	it	were	a	branded	good”,	and	for	me	a	sense	of	maintaining	and	guarding	a	
coherent	image	(online	in	this	case)	is	one	of	the	elements	permeating	the	idea	of	a	‘brand’,	
and	this	definition	in	general.	In	this	instance,	the	online	or	presentational	media,	to	use	
Marshall’s	(2010)	term,	can	be	said	to	continue,	in	a	way,	a	kind	of	fame	that	could	be	
witnessed	in	the	representational	medium	of	the	magazine.		
In	the	Figure	Now	as	represented	in	weekly	magazines	in	South	Africa	and	elsewhere,	the	
continued	focus	on	a	coherent	narrative	seems	to	have	resulted	in	hardly	any	straddling	of	
the	Hero	and	Celebrity	Proper	categories,	the	odd	exception,	such	as	Joost	van	der	
Westhuizen,	who	was	represented	as	all	four	figures	in	the	trajectory,	notwithstanding.	The	
fact	that	the	Hero	and	the	Celebrity	Proper	do	not	mingle	well	is	perhaps	not	surprising,	as	
these	two	extreme	ends	of	the	trajectory	seem	to	be	incompatible.		
In	this	regard,	and	with	reference	to	the	coverage	of	Joost,	it	is	interesting	to	consider	how	
the	term	‘sport’	is	easily	combined	with	both	‘hero’	and	‘star’;	both	‘sports	star’	and	
‘sporting	hero’	are	familiar	titles	and	seem	to	fall	easy	on	the	ear.	Not	so	with	the	title	
‘sport/sporting	Celebrity’,	which	sounds	awkward	and	is	rarely,	if	ever,	used.	Critically,	this	
could	be	read	as	indicative	of	a	wider	trend	in	magazine	coverage	of	fame,	namely	of	the	
uncomfortable,	perhaps	even	impossible,	sustained	general	co-existence	of	heroism	and	
Celebrity,	in	the	representation	of	one	person	and	in	coverage	generally.	
This	straddling	of	the	first	two	categories	of	the	trajectory	is	evident,	for	instance,	in	the	
coverage	in	YOU	of	former	US	President	Barack	Obama’s	visit	with	billionaire	businessman	
Richard	Branson	on	his	private	Caribbean	island.130	The	notion	of	the	heroic	is	undeniably	
present	in	the	coverage,	yet	it	stands	in	stark	contrast	to	Huisgenoot’s	brand	of	heroism	a	
century	before.	As	a	politician	and	the	first	black	president	of	the	United	States,	Obama	
naturally	brings	a	heroic	element,	which	is	generously	amplified	by	photographs	showing	his	
model-like	body	while	learning	to	kite	surf	in	the	waves	on	Necker	Island,	and	mock-fighting	
with	Branson	on	his	private	yacht.	The	copy	also	maintains	the	more	formal	convention	of	
referring	to	both	men	by	their	last	names,	generally	associated	with	news	reporting	and	
coverage	of	politicians;	by	contrast,	as	has	been	argued	in	preceding	chapters,	magazine	
																																								 																				
130	Cook,	Sandy	(compiler),	“It’s	so	bromantic”,	YOU,	23	February	2017.	
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coverage	of	showbusiness	personalities	has	since	its	inception	been	more	oriented	towards	
the	personal,	and	has	thus	used	the	more	familiar	and	intimate	convention	of	first	names	
instead	of	surnames	for	second	and	subsequent	references.		
But	the	fact	that	the	focus	of	this	YOU	article	is	predominantly	on	activities	in	Obama’s	
private	life,	on	Branson’s	exclusive	private	island	no	less,	as	the	copy	reminds	us,	“on	his	first	
holiday	post-Potus	[President	of	the	United	States,	the	acronym	Obama	used	specifically	on	
social	media	while	holding	office]”,	also	emphasises	a	sense	of	stardom	here.	The	images	of	
his	toned	physique	support	the	notion	of	the	heroic	in	the	sense	of	the	sports	player.	Yet	the	
intense	focus	on	his	body,	with	the	copy	commenting	specifically	on	its	attractiveness,	
describing	him	in	the	photograph	captions	as,	“looking	buff,	relaxed	and	frankly	damn	hot”,	
reveals	a	simultaneous	inclination	towards	coverage	befitting	of	the	Star.	This	is	further	
emphasised	by	a	sense	of	the	extraordinary	lifestyle	the	former	president	maintains	in	the	
private	sphere.	The	copy	notes	how	Obama	and	his	wife,	Michelle	Obama,	spent	“a	few	
carefree	weeks	at	[Richard	Branson’s]	ultra-luxurious	retreat	[…]	a	sliver	of	paradise”	and	
“enjoyed	sundowners	on	the	terraces	of	the	sprawling	dwelling	Branson	built	at	the	water’s	
edge”.		
One	individual	person	being	represented	as	simultaneously	encompassing	characteristics	
that	fall	in	more	than	one	of	the	existing	categories	seems	to	be	a	continuing,	perhaps	even	
growing	trend	in	showbusiness	journalism,	as	this	YOU	article	illustrates.	Put	differently,	one	
cannot	identify	one	dominant	type	of	figure	emerging	here;	rather,	we	see	the	coverage	
making	reference	to	individual	characteristics	of	existing	understandings	of	fame	but	no	one	
form	dominates	or	overshadows	the	other,	as	was	the	case	with	earlier	understandings	of	
fame.	Even	a	politician	and	pioneering	president,	who	in	previous	years	would	have	been	
represented	exclusively	as	an	Epic	Hero	with	no	possibility	arising	in	the	coverage	for	any	
other	kind	of	classification	of	fame,	can	now	be	covered,	in	the	same	article,	as	both	a	Hero	
and	a	Star.		
Given	how	hybridity	has	arguably	come	to	characterise	the	Figure	Now	in	the	entertainment	
weeklies,	it	is	interesting	to	consider	how	showbusiness	and	showbusiness	journalism	has	
seemingly	influenced	other	sectors	of	society,	and	specifically	politics,	in	the	new	
millennium.	Politicians	rarely	appear	in	the	weekly	entertainment	magazines,	and	if	they	do,	
they	hardly	ever	appear	in	prominent	positions,	such	as	on	the	cover.	In	the	South	African	
weeklies	it	is	furthermore	interesting	to	note	that	local	politicians	are	almost	entirely	absent	
from	coverage.	In	other	words,	politicians	very	sporadically	appear	in	the	local	magazines	I	
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examined,	and	on	these	rare	occasions	international	politicians	are	favoured	above	South	
African	ones.	As	is	the	case	with	the	Obama	article	in	YOU,	the	predominant	focus	of	the	
coverage	of	these	politicians	is	on	their	private	lives	and	particularly	their	Star-like	qualities.	
This	could	perhaps	partly	explain	the	remarkably	low	local	politician	presence	in	the	South	
African	weeklies.	Glamour,	one	of	the	quintessential	Star	qualities,	is	not	something	that	
seems	to	come	naturally	for	South	African	politicians,	which	makes	Star-like	magazine	
coverage	particularly	tricky.	Some	local	politicians	are	also	known	for	extreme	private-life	
excesses,	including	palatial	private	residences,	expensive	cars	and	luxury	international	
holidays.	Subsequently,	these	politicians	could	potentially	be	covered	in	a	Star-like	way	in	
the	weekly	magazines,	reminiscent	of	the	‘old	Hollywood’	way.	Yet	it	could	be	argued	that	
these	excesses	might	not	appeal	to	readers	in	a	country	known	for	government	corruption	
and	with	such	pronounced	income	inequality.	What	I	have	attempted	to	show	and	account	
for	here	is	how	a	global	trend,	of	politicians	being	largely	absent	from	coverage	in	weekly	
showbusiness	magazines,	has	an	added	layer	of	complexity	in	the	local	South	African	
context.		
What	is	also	interesting	about	the	general	global	absence	of	politicians	in	the	weekly	
magazines	is	that	the	notion	of	the	‘celebrity	politician’	has	nevertheless	attracted	growing	
interest	from	a	wide	range	of	fields,	as	Mark	Wheeler	argues	in	the	introduction	to	his	book	
Celebrity	Politics:	Image	and	Identity	in	Contemporary	Political	Communications	(2013).		
On	the	one	hand,	the	notion	involves	politicians	behaving	like	entertainers,	while	on	the	
other	it	concerns	entertainers	behaving	like	politicians.	The	body	of	literature	is	constantly	
growing,	but	some	key	scholarship	includes	Andrew	Cooper	(2007),	who	writes	about	
“celebrity	diplomacy”	with	particular	reference	to	actors	and	sports	players	who	have	been	
appointed	as	United	Nations	ambassadors	and	special	envoys.	Where	Cooper	has	written	
about	entertainers	fulfilling	political	functions,	Douglas	Kellner	and	Redmond	have	taken	a	
particular	interest	in	the	reverse,	namely	politicians	covered	or	represented	in	terms	of	
qualities	that	have	more	generally	been	associated	with	showbusiness	personalities.	It	is	
clear	that	Obama	is	a	fruitful	example	in	terms	of	this	trend,	as	both	Kellner	and	Redmond	
have	written	specifically	about	the	former	US	president.	Kellner	(2009:	715)	argues	that	
Obama	“has	become	a	master	of	the	spectacle	and	global	celebrity	of	the	top	rank	[…]	a	
supercelebrity”,	while	Redmond	(2010:	81)	describes	him	as	“the	leading	illustration	of	what	
is	the	expanded	nexus	of	celebrity,	spectacle	and	politics”.	
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Interestingly,	some	see	the	new-millennium	trend	of	‘celebrity	politicians’	as	alarming,	
arguing	that	their	looks	or	outward	appearance	and	manner	“dazzle”	or	blind	people	to	
possibly	controversial	politics.	With	specific	reference	to	Obama	(alongside	Donald	Trump,	
Emmanuel	Macron	and	Aung	San	Suu	Kyi),	Pankaj	Mishra	(2017)	writes	about	the	recently	
exposed:	
insidious	politics	of	celebrity,	one	in	which	a	redemptive	personality	is	projected	high	
above	the	slow	toil	of	political	parties	and	movements	[…]	Public	life	routinely	
features	such	sensations,	figures	in	whom	people	invest	great	expectations	based	on	
nothing	more	than	a	captivation	with	their	radiant	personas.		
Furthermore,	an	article	by	Perry	Anderson	(2017)	describes	Obama	as	the	“first	celebrity	
President”	by	virtue	of	him	being	“other	than	purely	white,	as	well	as	good-looking	and	
mellifluous”.	But	Obama’s	good	looks	and	eloquence	does	not	equate	to	leadership,	
Anderson	(2017)	argues:		
Obama,	relishing	his	aura	and	aware	of	the	risks	of	diluting	it,	made	little	attempt	to	
mobilize	the	populace	who	cast	their	ballots	for	him,	and	reserved	the	largesse	
showered	on	him	by	big	money	for	further	acclamation	at	the	polls.	What	mattered	
was	his	personal	popularity.	His	party	hardly	counted,	and	his	policies	had	little	
political	carry-through.	
Yet,	despite	this	criticism	of	the	‘celebrity	politician’,	there	are	now	entire	weekly	magazines	
whose	editorial	policies	are	based	on	a	deliberate	blurring	of	categories	of	fame.	Grazia,	an	
Italian	weekly	magazine	brand	dating	back	to	the	late	1930s	that	also	briefly	published	a	
South	African	edition	(from	2012	to	2016),	is	one	such	example.	It	markets	itself	as	a	fashion	
and	‘celebrity’	title,	but	its	upfront	news	section	(titled	10	Hot	Stories)	always	contains	at	
least	one,	but	generally	even	more,	women-interest	‘hard	news’	item.	Thus,	it	is	common,	
even	expected,	for	Grazia	to	cover,	on	a	regular	basis,	political	or	humanitarian	events	of	
various	kinds	involving	prominent	women,	which	ensures	that	there	is	a	general	sense	of	the	
exemplary	permeating	the	magazine,	albeit	often	subtly.	Yet	even	in	articles	that	exclusively	
refer	to	political	events	and	avoid	reference	to	the	private	life	of	the	women	involved,	the	
magazine	almost	always	adopts	the	Star	formula	or	blueprint.	It,	for	instance,	uses	first	
names	instead	of	surnames	to	refer	even	to	politicians	and	businesswomen.	The	magazine	
tends	to	be	guided	in	the	story-selection	process	by	appearance	or	looks	and	also,	
importantly,	sartorial	sense,	which	is	of	course	reminiscent	of	the	Star	formula	or	blueprint.	
By	way	of	illustration:	fashionable	high-profile	international	human	rights	lawyer	Amal	
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Clooney,	who	is	married	to	Hollywood	actor	George	Clooney,	can	probably	be	said	to	be	the	
ideal	Grazia	subject.	This	arguably	“sexist	focus	on	appearance”	in	the	magazine’s	general	
editorial	policy,	towards	all	the	women	it	covers,	including	those	not	primarily	involved	in	
entertainment,	has,	unsurprisingly,	drawn	sharp	criticism,	as	Van	Zoonen	and	Harmer	(2011:	
94)	note.	The	international	Grazia	franchise’s	general	focus	on	appearance	arguably	added	a	
layer	of	complexity	in	the	South	African	edition.	In	patriarchal	South	Africa,	women	are	in	
the	minority	in	politics	and	industry,	which	limited	Grazia	SA’s	options	in	terms	of	local	
figures	to	be	selected	for	coverage.	In	addition,	as	has	been	argued	before	in	this	chapter,	
applying	the	Star	formula	to	prominent	figures	in	business	and	politics	in	an	environment	in	
which	there	is	arguably	a	complex	relationship	with	outward	appearance	and	glamour	in	
general	is	a	challenging	endeavour.			
The	odd	human-rights	lawyer	and	former	president	notwithstanding,	if	one	considers	the	
question	of	who	is	selected	for	coverage,	we	still	see	weekly	magazines	in	South	Africa	and	
globally	mostly	opting	for	entertainers,	primarily	those	hailing	from	the	film	and	music	
industries	and	the	sports	arena	but	also	from	television,	and	even	the	internet	and	social	
media.	The	preference	for	showbusiness	personalities	has	been	the	status	quo	in	weekly	
magazines	both	locally	and	internationally	from	the	middle	of	the	20th	century	onwards.		
Compared	to	the	‘few	good	men’	dominating	coverage	in	South	Africa	in	the	first	few	
decades	of	the	last	century,	we	see	an	ever-greater	number	of	personalities	being	
represented	in	magazines	now.	Some	of	these	personalities,	often	those	in	the	traditional	
fame	industries	of	film,	music	and	sports,	have	longevity	in	terms	of	magazine	
representation	and	will	appear	every	so	often	over	a	long	period	of	time,	whereas	others,	
typically	those	who	initially	gained	fame	in	the	fields	of	television,	the	internet	or	social	
media,	seem	to	be	ever	more	ephemeral	and	might	be	included	in	coverage	for	only	a	brief	
period.	This	particularly	seems	to	be	the	case	for	personalities	who	first	became	known	
through	the	new	or	social	media.	
The	magazines	continue	to	cover	these	entertainers	primarily	for	activities	in	their	private	
lives,	with	relationship	stories	dominating.	If	one	looks	at	how	the	magazines	represent	
these	personalities,	or	the	style	of	the	representation,	the	trend	for	shorter	pieces	of	text	or	
copy	and	predominantly	visual	coverage	also	persists.	But,	and	this	is	one	of	the	big	
distinctions	that	can	be	drawn,	in	terms	of	the	latter	there	seems	to	be	a	shift	away	from	the	
early	21st-century	propensity	for	using	photographs	as	proof	or	evidence	of	what	is	
presented	as	‘flaw’,	be	it	physical	or	otherwise.		
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Move!,	a	South	African	weekly	launched	in	2005	and	aimed	at	an	aspiring	middle-class	black	
women	readership,	for	instance,	shuns	paparazzi	images.	The	magazine	almost	exclusively	
uses	photographs	shot	in	studio	to	illustrate	its	regular	weekly	collection	of	articles	on	
showbusiness	personalities,	a	large	percentage	of	which	covers	scandals	and	emphasises	
sensational	elements.	On	one	double-page	spread	from	this	magazine,	for	instance,	a	head	
and	shoulders	photograph	of	a	smiling	Brickz	(real	name:	Sipho	Ndlovu)	accompanies	an	
exposé	of	intimate	details	of	the	local	kwaito	singer’s	sexual	exploits,	including	allegations	of	
a	“threesome”	with	his	wife	and	“a	magosha	[prostitute]”.131		
On	the	opposite	page,	a	professionally	styled	full-length	photograph	of	Thembi	Nyandeni	
looking	defiantly	at	the	camera	accompanies	a	story	in	which	the	sixty-three-year-old	local	
actor	denies	rumours	that	she	is	in	a	sex	tape.132	Despite	images	from	the	sex	tape,	which	
“went	viral”,	the	article	notes,	and	probably	being	available	for	use,	Move!	did	not	publish	
any	of	these.	In	other	words,	by	all	accounts,	it	had	the	opportunity	to	provide	evidence	of	
the	video	scandal	and	represent	Thembi	as	a	Celebrity	Proper	figure,	but	the	magazine	
avoided	this	treatment.	There	is	even	perhaps	a	hint	of	the	steadfast	and	principled	in	her	
comment	that,	“I	have	morals.	I	have	rules	and	regulations	that	I	live	by	on	a	daily	basis”.	
Were	it	not	for	the	notion	of	an	inner	life,	perhaps	even	a	suggestion	of	the	confessional,	
coming	through	in	Thembi’s	declaration,	one	would	be	tempted	to	identify	a	sense	of	the	
heroic	here.	The	point	is	that,	even	in	a	magazine	such	as	Move!,	with	its	apparent	
predilection	for	entertainment-personality	transgression,	photographs	are	hardly	ever	used	
as	evidence.	Even	if	the	personalities	are	supposedly	‘behaving	badly’,	the	accompanying	
pictures	always	show	them	looking	good.		
In	fact,	there	was	an	overwhelming	sense	of	personalities	‘looking	good’	as	I	examined	the	
showbusiness-news	sections	of	the	other	local	weekly	magazines.	In	the	majority	of	the	
photographs,	which	illustrate	private-life	stories,	those	covered	are	smiling.	They	look	
happy,	healthy	and	decidedly	glamorous.	Put	differently,	the	coverage	style	seems	to	have	
shifted	somewhat	away	from	a	focus	on	physical	flaws	and	moved	towards	evidence	of	
glamour,	health	and	happiness.	Spread	upon	spread	upon	spread	of	grainy	photographs,	
most	of	them	seemingly	unauthorised	and	shot	by	the	paparazzi,	of	supposed	physical	
imperfection	and	bad	fashion	choices,	now	seem	to	be	disappearing.	Gone,	it	seems,	is	the	
‘bad	hair	day’	and	the	‘wardrobe	malfunction’.		
																																								 																				
131	Mdakane,	Bongani,	“Brickz’s	wife	happy	to	share	him”,	Move!,	17	May	2017.	
132	Zenoyise,	John,	“Isibaya	actress	fed-up	of	sex	tape”,	Move!,	17	May	2017.	
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Consequently,	the	gallery	of	red-carpet	photographs	of	stars	in	haute	couture,	which	has	
started	appearing	weekly	on	the	last	few	pages	of	YOU	and	Huisgenoot	since	the	last	few	
years	of	the	20th	century,	can	almost	be	said	to	set	the	tone	for	the	visual	style	of	local	
weekly	magazine	coverage	of	showbusiness	personalities	generally.	This	YOU/Huisgenoot	
feature	(called	“Stargaze”	and	“Sterrekyk”	respectively)	has	subtly	changed	over	the	years,	
with	visual	elements	such	as	twinkles	and	shimmery	backdrops	added,	to	heighten	the	
glossy	effect	for	which	these	pages	have	been	aiming.	Besides	these	unmistakably	
glamorous,	posed	red-carpet	shots,	images	from	the	personalities’	own	social-media	
accounts,	which	are	arguably	intended	to	be	visually	appealing	and	are	even	often	digitally	
manipulated	for	this	purpose,	are	increasingly	incorporated	into	weekly-magazine	coverage	
and	support	this	sense	of	‘shiny	happy	people’	on	holiday	on	the	beach	or	in	exotic	
destinations	all	over	the	globe.	
In	addition	to	the	large-scale	disappearance	of	photographs	purporting	to	‘prove’	physical	
imperfection,	the	copy	dealing	with	the	physical	aspect	of	the	entertainer’s	body	tends	not	
to	emphasise	a	notion	of	imperfection	or	flaw.	Instead,	there	seems	to	be	a	preference	for	
healthy	body-image	stories,	even	perhaps	moving	towards	a	more	activist	stance	on	the	part	
of	the	magazines.	One	of	the	recent	Huisgenoot/YOU	issues,	for	instance,	featured	pop	star	
Lady	Gaga’s	response,	on	social	media,	to	“the	trolls	who	body-shamed	her	Super	Bowl	
halftime	performance”.133	The	roughly	250-word	story	in	the	gossipy	“Have	You	Heard?”	
section	of	the	magazine	opens	with	a	direct	rhetorical	question	to	Huisgenoot/YOU	readers:	
“Does	this	look	like	a	fat	stomach	to	you?”,	before	giving	background	to	what	prompted	
Lady	Gaga’s	Instagram	posts	and	then	quoting	from	the	response	itself:	“I	heard	my	body	is	a	
topic	of	conversation	so	I	wanted	to	say,	I’m	proud	of	my	body	and	you	should	be	proud	of	
yours	too	[…]”.	Accompanying	the	story	are	screenshots	of	the	Instagram	post	as	well	as	a	
photograph	of	Lady	Gaga	(real	name:	Stefani	Germanotta)	performing	in	shimmery	
sequinned	hot	pants,	American	football	shoulder-pad-like	cropped	jacket	and	fishnet	
stockings,	an	outfit	that	was	designed	by	the	House	of	Versace,	on	stage	at	the	Super	Bowl.	
On	the	same	page	there	is	also	a	small	story	about	an	Instagram	post	from	pop	star	Pink	
who	“joked	[…]	about	losing	her	baby	flab	after	giving	birth	to	her	second	child”.	“[W]eek	6	
post	baby	and	I	haven’t	lost	ANY	WEIGHT	YET!!!!!!	Yay	mee!!	I’m	normal”,	the	magazines	
quote	from	Pink’s	account,	with	a	head	and	shoulders	image	of	Pink	in	reflective	sunglasses	
and	a	friend	and	also	one	of	her	new	baby,	Jameson	Moon	Hart,	in	a	babygro	that	says	
Straight	Outta	Mumma,	accompanying	the	story.		
																																								 																				
133	“Gaga	hits	back”,	YOU,	23	February	2017.	
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Significantly,	the	retreat	from	‘physical’	imperfection	coverage	seems	to	be	indicative	of	a	
wider	general	departure	from	representation	that	prefers	to	surface	the	notion	of	flaw,	
specifically	of	the	kind	that	has	typically	come	to	rely	on	paparazzi-type	photography	used	as	
evidence	of	activity	or	behaviour	that	is	then	construed	as	morally	transgressive	in	some	
way.	In	particular,	there	seems	to	be	a	deliberate	withdrawal	from	coverage	of	addictions	
and	other	self-destructive	behaviour	that	have	the	potential	to	lead	to	criminal	charges,	
institutionalisation	or,	in	some	cases,	even	death.		
Rather,	the	dominant	focus	seems	to	return	to	the	kind	of	private-life	stories	that	used	to	
represent	the	Star	and	Emerging	Celebrity	figure	in	weekly	magazines	from	the	middle	up	to	
the	end	of	the	20th	century.	Reminiscent	of	the	Hollywood	fanzines	of	the	early	20th	
century,	stories	of	high-profile	romances	abound	in	South	African	weeklies,	such	as	in	the	
coverage	of	the	steady	relationship	between	the	United	Kingdom’s	Prince	Harry	and	his	
“sexy	Suits	actress”	girlfriend	Meghan	Markle,	which	YOU/Huisgenoot	claim	is	“getting	
serious”	(and	which	eventually	proved	to	be,	as	they	later	got	married).134	Closer	to	home,	
national	cricket	player	Wayne	Parnell’s	“sprokiestroue”	(fairy-tale	wedding)	and	marriage	to	
beauty	and	fashion	blogger	Aisha	Baker	also	gets	the	‘Star	treatment’	in	Huisgenoot,135	as	do	
countless	stories	about	showbusiness	couples	expecting	babies,	including	local	DJ	Fix	and	
her	husband	and,	internationally,	George	and	Amal	Clooney,	musician	couple	Beyoncé	
Knowles	and	Jay-Z	and	model/actor	Rosie	Huntington-Whiteley	and	actor	Jason	Statham.		
Around	the	turn	of	the	20th	century,	the	general	preference	was	for	international	above	
local	personalities	in	the	South	African	weeklies.	Yet	it	could	be	argued	that	a	retreat	from	
‘bad	behaviour	and	bad	skin’	has	now	brought	about	a	change.	It	seems	a	focus	away	from	
scandal	has	ensured	the	‘collaboration’	of	local	personalities	in	terms	of	being	represented	
and	allowing	access	to	their	private	lives	and	thus	facilitated	an	increase	in	local	content.	It	is	
important	to	note	that,	while	international	entertainers,	sportspeople	and	other	
personalities	certainly	continue	to	have	a	strong	presence	in	South	African	weeklies,	there	
are	increasing	numbers	of	stories	on	local	musicians,	actors	and	the	like.	Huisgenoot,	YOU	
and	Drum	each	have	growing	regular	weekly	sections	exclusively	devoted	to	local	
personalities	and	have	started	featuring	locals	on	the	cover	more	than	just	occasionally,	and	
almost	all	of	the	entertainment	personalities	featured	in	Move!	are	South	African.	
Continuing	the	tradition	first	started	by	the	fanzines,	the	magazines	today,	both	in	South	
																																								 																				
134	De	Wet,	Nici	(compiler),	“It’s	getting	serious!”,	YOU,	23	February	2017.	
135	Atson,	Lara,	“‘n	Amperse	ramp	–	toe	liefde”,	Huisgenoot,	23	February	2017.	
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Africa	and	internationally,	continue	to	constantly	juxtapose	elements	of	the	‘ordinary	and	
the	extraordinary’	in	their	coverage.	In	the	Huisgenoot	story	on	the	Parnells,	for	instance,	
their	ordinariness	comes	to	the	fore	in	anecdotes	detailing	how	unprepared	they	were	for	
daily	domestic	life;	they	both	married	out	of	their	apparently	relatively	conservative	Muslim	
parental	homes	and	had	to	familiarise	themselves	with	household	duties	such	as	buying	
electricity	and	cooking.	A	photograph	of	the	couple	at	home	shows,	according	to	the	
caption,	“the	cricket	star	making	a	smoothie”.	Yet	there	remains	a	sense	of	the	extraordinary	
also,	at	least	in	terms	of	lifestyle	and	consumption.	Aisha	admitted	to	being	“so	scared”	
alone	in	their	“big	house”	when	Wayne	was	away	playing	cricket	in	the	West	Indies	four	days	
after	their	wedding,	so	she	immediately	flew	to	be	with	him.	The	copy	also	makes	reference	
to	their	“Instagram	life”,	which	is	visually	supported	with	photographs	of	Wayne’s	large	
collection	of	sneakers	and	Aisha’s	“stylish	wardrobe”.	“Wayne	[…]	sit	self	nie	‘n	modevoet	
verkeerd	nie.	Sy	klerekas	kreun	behoorlik”,	the	article	notes	(Wayne	[…]	does	not	put	a	
fashionable	foot	out	of	place.	His	wardrobe	is	literally	groaning).	
However,	stories	documenting	romantic	heartbreak	and	relationships	falling	apart,	such	as	
coverage	of	Brad	Pitt	looking	gaunt	after	his	split	from	second	wife,	Angelina	Jolie,	also	
abound.	With	the	focus	again	moving	away	from	the	fairy	tale	and	back	towards	heartbreak	
and	hardship,	as	Sternheimer	(2011),	amongst	others,	have	argued,	this	kind	of	coverage	can	
be	said	to	surface	the	Emerging	Celebrity	that	was	dominant	in	weekly	entertainment	
magazines	in	the	late	20th	century.	Some	of	the	stories	falling	into	this	category	have	a	
sensational	quality	about	them;	the	exclusive	Drum	cover	story	about	“the	fight,	the	
separate	bedrooms	and	money	troubles”	that	characterised	local	Muthodi	Neshehe’s	recent	
divorce	after	thirteen	years	of	marriage	is	a	good	example	here.136		
5.2	Drawing	the	line	at	‘real’	illness	
Joost	van	der	Westhuizen	was	a	true	hybrid	figure,	emerging,	via	weekly	magazine	coverage,	
alternately	as	a	Hero,	a	Star,	an	Emerging	Celebrity	and	a	Celebrity	Proper.	But	in	general,	
the	Celebrity	Proper	seems	to	be	waning	in	weekly	coverage.	This	is	because	there	seems	to	
be	dwindling	coverage	of	transgression,	a	distinctive	feature	of	the	Celebrity	Proper,	
especially	those	transgressions	that	could	have	tragic	or	serious	consequences.	
This	is	one	of	the	reasons	the	posthumous	Joost	coverage	is	interesting	in	an	attempt	to	
capture	the	current	understanding	of	fame	in	South	Africa.	The	story	arc	around	the	video	
																																								 																				
136	Mpapu,	Hopewell,	“Our	marriage	is	on	the	rocks”,	Drum,	13	April	2017.	
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scandal	that	surfaced	Joost	as	a	Celebrity	Proper	in	his	lifetime	was	either	omitted	
completely	in	the	posthumous	coverage	(in	People)	or	could	be	said	to	have	supported	the	
Hero	more	than	the	Celebrity	Proper.	The	Huisgenoot	and	YOU	tributes,	for	instance,	framed	
the	scandal	in	the	religious	mode	of	confession,	absolution	and	redemption,	and	essentially	
surfaced	Joost	as	setting	an	example	for	others	to	follow.		
There	was	no	dedicated	focus	on	his	peccadilloes	in	these	two	magazines’	tribute	issues;	
rather,	the	video	scandal	was	buried	in	a	chronological	timeline	article	on	his	love	life	that	
showed	glamorous	and	happy	photographs	of	him	with	his	first	and	second	wives	and	
children.	Importantly,	there	was	no	visual	evidence	of	the	video	exposé	or	photographs	of	
the	stripper	who	secretly	filmed	the	tryst	or	the	women	with	whom	he	is	alleged,	in	the	
copy,	to	have	had	affairs.	This	article	is	entitled	“Love,	marriage	&	scandal”	in	YOU.	And	
despite	including	roughly	the	same	detail	in	its	equivalent	article	inside,	Huisgenoot	is,	
however,	careful	to	avoid	reference	to	the	scandal	in	its	header/title,	which	reads,	“Die	
liefdes	in	Joost	se	lewe”	(The	loves	of	Joost’s	life).	Moreover,	Huisgenoot	also	avoids	any	
mention	of	its	scandal	coverage	on	the	outside	front	cover	of	its	tribute	issue,	despite	its	
sister	magazine	doing	so.	Moreover,	importantly,	despite	mentioning	how	he	“had	the	girls	
gasping	for	breath”,	the	two	magazines	do	not	represent	Joost’s	impropriety	as	being	‘sexy’.		
On	the	contrary,	and	crucially,	I	argue	that	coverage	of	his	infidelity	here	emphasises	the	fact	
that	he	actually	confessed	his	wrongdoing.	The	Huisgenoot	article	on	Joost’s	romantic	
history	(but	not	its	equivalent	in	YOU)	even	concludes	with	a	religious	reference	to	his	
coming	clean	before	God	and	being	in	a	position	to	go	to	heaven	when	he	dies.	The	article	
notes	how	he	remembered	telling	his	son,	Jordan,	after	his	MND	diagnosis,	“Dadda	gaan	
dalk	nou	na	Liewe	Jesus	toe”	(Daddy	might	be	going	to	Jesus	now).	
By	emphasising	Joost’s	confession	and	apology	to	his	wife	and	his	fans,	YOU	and	Huisgenoot	
coverage	seemed	to	sketch	Joost	as	an	example	for	his	honesty	and	coming	clean.	People’s	
tribute	coverage	avoids	all	drugs	and	sex	references	but	does	seem	to	hint	at	misjudgement	
and	remorse	in	the	prominent	paragraph	linking	headline	(“The	legend	of	a	warrior”)	to	
body	copy	of	the	inside	article:	“An	extraordinary	life	filled	with	the	achievements,	the	
mistakes,	the	regrets,	the	trials	and	the	tributes	that	come	with	being	human”.	There	is,	
again,	a	definite	sense	of	confession	in	the	only	paragraph	in	this	People	article	appearing	to	
detail	the	traits	Joost	was	apparently	criticised	for	in	his	lifetime.	The	article	quotes	an	old	
interview	with	the	player	in	which	he	noted,	“There	were	times	in	my	career	when	people	
said	I	was	arrogant,	I	only	cared	about	myself.	Now	I	know	they	were	right.	It	is	really	about	
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giving	and	caring	for	others”,	before	it	subtly	seems	to	accept	his	confession	and	redeem	
him	in	the	concluding	remark:	“This	legacy	–	one	of	caring	for	others	and	being	a	family	man	
–	is	how	Joost	will	be	remembered”.	
Significantly,	the	way	the	weekly	magazines	chose	to	approach	the	scandal	story	arc	in	their	
tributes,	as	well	as	the	anecdotal	evidence	of	audience	resistance	to	representations	of	Joost	
the	Celebrity	Proper,	appears	to	reflect	a	more	general	trend	in	terms	of	how	fame	is	being	
negotiated	in	weekly	magazines	and	also	consumed	by	their	readership	at	the	moment.	
This	general	notion	concerns	the	kind	of	private-life	behaviour	that	could	in	a	sense	be	
construed	by	the	magazine	as	transgressive.	More	specifically,	there	seems	to	be	a	
calculated	move	away	from	coverage	of	behaviour	that	could	result	in	criminal	or	other	
prosecution	but	also,	more	often	and	more	importantly,	the	kind	of	behaviour	that,	in	
extreme	cases,	could	be	linked	to	mental	illness	and	result	in	institutionalisation	and	even	in	
death.	In	other	words,	the	magazines	shied	away	from	coverage	that	could	potentially	hint	
at	a	sense	of	tragedy.	
heat,	the	medium	in	which	the	Celebrity	Proper	surfaced	most	convincingly,	always	struggled	
with	the	editorial	approach	to	take	with	story	arcs	involving	potentially	criminal	behaviour.	It	
was,	for	instance,	problematic	for	the	magazine	to	cover	the	late	pop	singer	Michael	
Jackson’s	(second)	child	molestation	trial	while	remaining	faithful	to	heat’s	characteristic	
irreverent,	tongue-in-cheek	editorial	style.	But	a	general	editorial	stance	could	still	be	
adopted	to	avoid	coverage	of	entertainers’	criminal	or	potentially	criminal	behaviour.		
However,	unlike	story	arcs	involving	criminality,	which	could	merely	be	avoided,	it	became	
progressively	more	challenging	to	formulate	a	sustainable	editorial	approach	towards	heat’s	
trademark	and	thus	unavoidable	Celebrity-news	story	arcs,	namely	those	that	deliberately	
surfaced	misbehaviour,	when	they	had	the	potential	to	edge	towards	more	serious	subject	
matter.	It	could	be	surmised	that	this	potential	was	exacerbated	by	the	magazine’s	
continuous	contextualisation	and	analysis	of	these	arcs	through	‘psychologisation’,	or,	to	use	
Nunn	and	Biressi’s	phrase,	the	“excavation	of	the	[personality’s]	troubled	self”	and	
specifically	its	pursuit	of	a	“therapeutic	narrative”	(Nunn	&	Biressi	2010:	53),	with	the	term	
‘therapy’	implying	illness,	treatment	and	cure.	
heat’s	probing	into	even	the	smallest	apparent	shifts	in	the	inner	life	of	the	entertainment	
personality	was	quite	relentless.	It	was	argued	above	that	this	contemplation	of	the	details	
was	partially	due	to	the	weekly	publishing	frequency	and,	compared	to	family	and	women’s	
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magazines,	for	instance,	the	pressure	to	produce	a	sufficient	volume	of	content	exclusively	
focused	on	entertainment	and	showbusiness	personalities	to	fill	a	minimum	number	of	
pages	with	compelling	coverage	on	a	weekly	basis.		
It	is	of	utmost	importance	to	note	that	the	association	of	mental	‘illness’	with	the	notion	of	
greatness	or	genius	is	a	familiar	one,	especially	in	the	context	of	the	artist,	another	name	by	
which	entertainment	personalities	are	commonly	known.	“[T]he	popularity	of	narratives	of	
mental	illness	[…]	indicates	the	continuing	appeal	of	the	‘tortured	genius’	stereotype	in	the	
modern	world”,	Stephen	Harper	(2006:	314)	writes.	“Today,	as	in	the	Renaissance	and	
Romantic	periods,	mental	illness	is	a	token	of	both	public	greatness	and	private	
vulnerability;	the	celebrity,	that	most	visible	of	attractions,	is	always	imperilled	by	mental	
illness”.		
Yet	it	could	be	argued	that	the	surfacing	of	the	notion	of	mental	illness	or	reference	to	its	
possibility	in	magazine	coverage	of	artists/entertainment	personalities	is	a	relatively	recent	
phenomenon,	which	seems	to	have	come	about	with	the	increased	focus	on	transgressive	
private-life	behaviour.	Harper	(2006)	goes	on	to	argue	that	the	surfacing	of	‘mental	illness’	in	
21st-century	narratives	of	fame	can	be	attributed	to	the	way	in	which	famous	people	have	
gradually	come	to	be	covered	in	the	media.	Specifically,	his	argument	seems	to	refer	to	how	
the	representation	of	famous	people	continues	to	rely	on	interpretations	of	the	so-called	
‘ordinary-extraordinary	paradox’.	This	phrase	was	first	associated	with	the	Hollywood	‘star	
system’,	and	a	constant	attempt	to	present	an	ever	more	authentic	private	life:	
The	association	of	celebrity	and	mental	illness	[…]	can	be	understood	in	the	context	of	
the	postmodern	inclination	to	‘have	it	both	ways’	–	to	offer	glamorized	images	or	
values	together	with	their	reversal,	critique	or	flipside.	In	today’s	postmodern	media,	
the	‘appearance’	and	‘reality’	of	celebrity	(both	equally	constructed	of	course)	are	
presented	simultaneously	[…]	The	mental	illness	of	celebrities	in	contemporary	media	
culture	reveals	the	‘truth’	about	the	celebrity	concerned,	reminding	‘ordinary	people’	
[…]	of	what	celebrities	are	‘really	like’	in	a	way	that	does	not	contradict	or	undermine	
their	star	status.	More	generally,	this	seemingly	double	structuring	of	the	mentally	ill	
media	celebrity	as	both	a	private	and	a	public	being,	is	typical	of	a	postmodern	media	
culture	which	offers	audiences	spectacles	of	celebrity,	while	at	the	same	time	
unmasking	them.	(Harper	2006:321,	original	emphasis	retained)	
In	the	case	of	heat,	this	‘unmasking’	or	revelation	of	mental	illness,	or	at	least	the	allusion	to	
behaviour	that	might	indicate	its	possibility,	seemed	to	become	irreconcilable	with	this	
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magazine’s	trademark	stylistic	conventions	of	irony	and	satire.	Often	suggested	by	
behaviour	that	could	be	construed	as	deviant,	the	idea	of	mental	illness,	even	if	it	was	only	
hinted	at	and	not	even	an	officially	publicised	diagnosis,	seemed	to	elicit	feelings	that	
became	irreconcilable	with	the	humour	and	glamour	that	had	become	necessary	for	a	
Celebrity	magazine	such	as	heat	to	ensure	and	retain	reader	interest.	This	may	be	one	of	the	
main	reasons	why	the	local	edition	of	heat	closed	down.	The	closure	(in	2015)	marked	the	
end	of	the	weekly	magazine	devoted	exclusively	to	Celebrity	news	here	in	South	Africa	and,	
perhaps	in	a	certain	sense,	the	beginning	of	the	disappearance,	at	least	on	the	local	
landscape,	of	the	Celebrity	Proper.	Minette	Ferreira,	the	head	of	Media24’s	(heat	parent’s	
company)	weekly	magazine	division	at	the	time,	seemed	to	acknowledge	as	much.	In	the	
statement	announcing	the	magazine’s	closure,	she	commented	that:	“[I]nternational	and	
local	trends	show	that	celebrity-only	print	titles	are	in	decline.	Many	of	our	print	titles	have	
excellent	celebrity	content	and	we	believe	heat	readers	will	migrate	to	incredibly	powerful	
brands	such	as	YOU	and	Grazia”	(TMO	Reporter	2015).		
Women’s	magazine	Grazia	is	clear	in	its	equally	strong	focus	on	fashion/beauty	as	well	as	
entertainment-personality	news,	and	subsequently	avoids	content	that	focuses	on	the	‘dark	
side’;	in	fact,	the	editorial	ethos	guiding	the	selection	of	personalities	and	particular	story	
arcs	to	cover	is	one	of	‘triumph	over	tragedy’,	so	if	there	is	allusion	to	the	tragic,	it	is	merely	
in	preparation	for	the	triumphant.137	Grazia’s	photographic	selection	and	editing	can	also	be	
said	to	be	strongly	informed	by	a	combination	of	its	preference	for	stories	emphasising	
overcoming	hardship	and	its	status	as	a	fashion	magazine,	so	even	if	there	is	an	indication	of	
a	personality	going	through	a	tough	time	in	her	private	life	in	the	copy,	the	accompanying	
photographs	will	still	be	selected	primarily	for	their	sartorial	appeal.		
In	terms	of	its	exclusive	focus	on	glamour	and	triumph	narratives,	and	its	general	avoidance	
of	the	potentially	dark	and	tragic,	Grazia	is,	in	a	sense,	the	antithesis	to	heat.	But	heat’s	
other	competitors	on	the	local	landscape	(Huisgenoot,	YOU,	People,	Drum	and	Move!)	could	
all	be	said	to	have	carried	some	content	that	surfaces	the	Celebrity	Proper	during	heat	SA’s	
existence.	However,	following	heat’s	closure,	the	Celebrity	Proper	has	also	slowly	started	
disappearing	from	the	magazines	that	survived	heat	SA.		
In	particular,	there	has	been	decidedly	less	emphasis	on	the	notion	of	the	problematic,	and	
this	word	is	used	in	a	broad	sense	here	to	encompass	both	the	physical	and	the	
																																								 																				
137	This	ethos	was	relayed	by	Grazia’s	international	division	at	a	2012	training	session	for	staff	of	the	
South	African	franchise,	which	I	attended	since	I	was	part	of	the	launch	team.	
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psychological.	My	argument	is	that	this	dwindling	coverage	specifically	concerns	the	kind	of	
behaviour,	or	supposed	misbehaviour,	that	seems	to	veer	towards	darkness	when	it	is	
psychologically	contextualised	in	a	kind	of	approach	that	became	common	and	even	
expected	of	weekly	magazines	in	the	very	early	years	of	the	21st	century.		
Of	all	the	local	weekly	magazines	that	survived	heat,	Move!	is	the	main	one	that	continues	
to	have	a	strong	focus	on	scandal	content	when	it	comes	to	coverage	of	the	private	lives	of	
entertainment	personalities.	The	scandals	in	Move!	are	overwhelmingly	also	of	a	sexual	
nature,	which	seems	to	fit	into	the	wider	trend	in	magazines	that	Posel	(2005)	identifies,	
specifically	amongst	those	with	a	young	black	women	readership:	“open	any	magazine	with	
a	largely	young	black	readership	and	you	are	bound	to	find	one	or	more	articles	on	sex	[…]	
Much	of	this	is	relatively	new	–	party	because	of	the	recently	expanding	magazine	business	
[…]	but	also	as	a	sign	of	the	newly	assertive	prominence	of	sexuality	as	style	on	the	cultural	
agenda”	(Posel	2005:	132).	
However,	while	this	is	true,	Move!’s	scandal	(sex	and	otherwise)	stories	are	never	supported	
by	visual	evidence	and	are	generally	reminiscent	of	tabloid	newspapers	rather	than	Celebrity	
magazines.	The	content	is	undetailed,	relatively	superficial,	and	there	is	hardly	any	sustained	
engagement	with	the	personalities’	inner	lives.	And	on	the	rare	occasions	where	serious	
transgression	or	scandal	is	suggested,	such	as	with	the	Brickz	trial138	or	the	Thembi	Nyandeni	
sex	tape139	referenced	above,	Move!	seems	to	break	away	from	the	coverage	that	surfaced	
the	Celebrity	Proper	figure.	I	make	specific	reference	to	Move!	here,	as	I	see	the	magazine	as	
an	important	example	of	in	its	specific	appropriation	of	the	global	trend	of	a	shift	away	from	
serious	transgression.	The	element	of	exposure	that	characterised	Celebrity	Proper	coverage	
seems	absent	in	Move!.	The	magazine	for	instance	did	not	‘break’	either	the	Brickz	or	the	
Thembi	Nyandeni	stories;	they	merely	reported	on	the	court	proceedings	in	the	case	of	the	
former	and	seemingly	gave	the	actor	a	chance	to	defend	herself	against	already	known	
allegations	in	latter	story.	The	Brickz	article	has	as	its	primary	focus	the	kwaito	singer	and	his	
wife’s	“unusual	sexual	relationship”;	the	criminal	aspect	of	the	story,	namely	that	these	
details	of	the	couple’s	private	sex-life	came	to	light	during	his	four-year	rape	trial,	is	
mentioned	but	not	prominently;	it	is	buried	in	the	body	text	of	the	story.	In	other	words,	
Move!	can	be	said	to	be	shifting	away	from	the	“exposé	gear”	that	Celebrity	coverage	
became	known	for,	as	Gamson	(2001:	270)	argues.	The	tabloid	influence	is	obvious,	in	that	
Move!	readers	are	instructed	that	the	story	about	the	Ndlovus’	sex	life	is	‘shocking’,	with	this	
																																								 																				
138	Mdakane,	Bongani,	“Brickz’s	wife	happy	to	share	him”,	Move!,	17	May	2017.	
139	Zenoyise,	John,	“Isibaya	actress	fed-up	of	sex	tape”,	Move!,	17	May	2017.	
	 180	
very	word	appearing	no	fewer	than	six	times	in	the	one-page	article,	despite	it	also	being	
mentioned	that	sex	between	the	spouses	and	the	other	parties	partaking	of	their	
threesomes	was	consensual.	This	story	has	the	potential	to	surface	both	Brickz	and,	given	
Move!’s	self-branding	as	a	women’s	magazine,	especially	his	wife,	Nqobile,	as	Celebrity	
Proper	figures.	Yet,	because	the	coverage	does	not	move	beyond	the	superficial	details	of	
sexual	acts,	it	may	fail	to	engage	the	reader’s	empathy,	and	consequently,	the	appeal	of	the	
story	and	the	personalities	themselves	cannot	be	guaranteed.	As	has	been	argued,	even	the	
Celebrity	Proper	figure	needs	to	have	some	element	of	appeal,	whether	it	be	despite,	or	on	
account	of,	the	transgression,	in	order	to	sustain	reader	interest.	Importantly,	there	also	
seems	to	be	a	turn	away,	in	Move!,	from	the	exposure	of	the	psyche	of	the	supposedly	
transgressive	personality,	which	is	a	feature	of	Celebrity	Proper	coverage.	Move!	seems	to	
have	adapted,	to	some	extent,	a	global	shift,	presumably	to	appeal	to	its	aspiring	middle	
class	black	readership.	
Perhaps	in	part	because	the	other	weekly	magazines	that	survived	heat,	all	of	them	family	
titles,	are	seemingly	generally	moving	away	from	coverage	that	could	potentially	surface	
extremely	troubled	famous	figures,	there	is	no	longer	need	for	heat’s	trademark	satire-	and	
irony-filled	style.	I	personally	find	that,	without	that	satirical	element,	weekly	magazine	
content	on	showbusiness	personalities	is	quite	‘straight’,	lacks	irreverence	and	is,	generally,	
fairly	bland	and	boring.	Former	British	soccer	captain	David	Beckham’s	leaked	e-mail	
‘scandal’	covered	in	Huisgenoot	and	YOU,	for	instance,140	offered	what	seems	like	a	perfect	
opportunity	for	a	satirical	take,	but	the	article	merely	notes,	in	a	very	businesslike	manner	
with	the	careful	use	of	asterisks	in	the	potentially	offensive	expletive,	how	David	has	“been	
accused	of	using	his	charity	work	to	curry	favour	for	a	knighthood.	In	one	message	to	his	
publicist	he	allegedly	calls	the	committee	who	decides	who	gets	the	honours	bestowed	by	
Queen	Elizabeth	a	‘bunch	of	c***s’	after	they	failed	to	knight	him	in	2013	amid	concerns	over	
his	tax	affairs”.	In	its	equivalent	article,141	the	even	more	careful	and	conservative	
Huisgenoot	entirely	omits	the	obscenity,	just	referring	to	David	“apparently	offending	the	
committee”	([…]	het	hy	glo	die	komitee	beledig	[…]).	The	Afrikaans	magazine	also	
interestingly	opts	for	the	word	‘drama’	in	the	title	of	this	snippet	in	showbusiness	
personality	section,	whereas	YOU	uses	the	word	‘scandal’.		
The	‘scandal’	branding	of	this	Beckham	story	by	YOU	(and	the	less	salacious	‘drama’	
branding	by	Huisgenoot)	is	interesting	for	this	discussion	of	the	Figure	Now.	This	is	because,	
																																								 																				
140	“10	things	we’ve	learnt	from	Becks’	email	scandal”,	YOU,	23	February	2017.	
141	“10	dinge	wat	ons	nou	weet	oor	Becks	se	e-posdrama”,	Huisgenoot,	23	February	2017.	
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compared	to	the	scandals	that	were	regularly	covered	by	heat,	these	leaked	emails	seem	so	
trivial;	they	can	perhaps	be	said	to	be	‘rude’,	but	hardly	transgressive.	The	‘exposé’	of	
David’s	failed	attempts	at	being	knighted	seems	even	more	trivial	when	one	considers	that	
he	is	in	actual	fact	no	stranger	to	‘real’	misbehaviour.	He	was,	for	instance,	widely	covered	
for	his	alleged	infidelity,	with	this	story	arc	dominating	specifically	weekly	Celebrity	
magazines	in	the	first	decade	of	the	21st	century.	During	this	time,	heat	UK’s	sales	were	said	
to	spike	every	time	the	Beckhams	were	on	the	cover.	So	this	rather	dry	and	bland	snippet	on	
the	failed	attempts	at	a	knighthood	by	the	former	English	football	captain,	who	a	decade	
before	had	been	widely	covered,	with	photographic	evidence,	for	his	alleged	philandering,	
can	be	said	to	be	a	good	illustration	of	how	the	Celebrity	Proper	has	started	fading	from	
coverage,	to	be	replaced,	it	seems,	by	a	purportedly	less	conflicted	and	troubled	personality	
with	little	potential	for	darkness,	tragedy	and	mental	illness.	
On	the	international	magazine	landscape	also,	there	seems	to	have	been	a	retreat	from	
story	arcs	that	could	potentially	be	seen	as	too	dark.	Former	heat	UK	editor	Mark	Frith,	who	
is	credited	with	being	instrumental	in	establishing	the	magazine’s	original	editorial	formula,	
already	seemed	to	indicate	as	far	back	as	2008	that	this	formula,	and	specifically	its	
dedicated	focus	on	transgression,	had	a	finite	shelf	life.	In	his	memoirs,	he	recalls	the	day,	in	
early	January	2008,	when	the	idea	of	resignation	first	occurred	to	him:	“I	got	into	the	office	
[…]	this	morning	to	be	confronted	by	two	of	the	darkest,	most	depressing	celebrity	stories	
we’ve	ever	been	found	to	cover.”	He	later	sits	at	his	desk:		
staring	at	the	screen	thinking	to	myself:	what	the	hell	happened	to	the	fun	world	of	
celebrity?	Where	did	it	go?	And	when,	exactly,	did	it	go?	Did	it	go	with	Kate	[Moss]	
and	Pete’s	[Doherty]	dark,	dysfunctional	relationship	and	very	public	drug-taking?	Did	
it	go	with	Amy	Winehouse	(and	her	husband)	engaging	in	brutal	physical	fights	in	
hotel	rooms	and	her	spilling	blood	on	a	child’s	ballet	shoes?	Did	it	go	with	Britney	
[Spears]?	(Frith	2008:	333).	
And	later,	while	explaining	his	resignation	to	the	publishers	of	the	magazine,	Frith	recalls	
thinking	that,	“As	much	as	I	love	the	celebrity	world,	it	had,	for	me,	become	terribly	dark	
over	the	last	few	months.	I	[…]	was	fed	up	of	seeing	pictures	of	tormented	famous	people.	
The	stars	I	had	come	to	know	and	love	had	either	moved	on	or	were	becoming	increasingly	
distressed”	(Frith	2008:	333).		
Despite	Frith’s	resignation,	heat	UK	survives.	Yet,	crucially,	also	with	markedly	less	
photographic	evidence	and	a	seemingly	diminishing	focus	on	physical	imperfection	and	
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scandal,	and	instead,	an	apparent	preference	for	coverage	surfacing	the	Emerging	Celebrity	
rather	than	the	Celebrity	Proper.	In	the	weeks	while	I	wrote	this	present	chapter,	there	
were,	for	instance,	main	cover	stories	about	showbusiness	babies	(those	of	Beyoncé	
Knowles,	British	singer	and	television	personality	Cheryl	Fernandez-Versini	and	Jennifer	
Aniston),	relationships	(Khloé	Kardashian’s	secret	wedding,	marriage	woes	for	Jennifer	
Aniston	and	Justin	Theroux,	Kim	Kardashian	and	Kanye	West	and	Victoria	and	David	
Beckham)	and	break-ups	(Brad	Pitt	and	Angelina	Jolie	and	Katy	Perry	and	Orlando	Bloom).		
I	came	to	the	same	conclusion	after	seeing	similar	articles	(the	aftermath	of	the	Pitt-Jolie	
divorce,	the	Perry-Bloom	break-up,	an	alleged	new	relationship	between	Latina	pop	singer	
Jennifer	Lopez	and	baseball	player	Alex	Rodriguez)	appearing	during	the	same	time	period	in	
US	Weekly,	arguably	the	leading	US	magazine	to	surface	the	Established	Celebrity	in	the	
early	years	of	the	new	millennium.		
The	US	Weekly	on	shelf	at	the	time142	had	British	television	personality	and	singer	Kelly	
Osbourne	as	its	main	cover	story,	with	exclusive	“excerpts	from	her	new	memoir”,	There	Is	
No	F*cking	Secret:	Letters	From	a	Badass	Bitch.	The	expressive,	expletive	title	of	the	memoir	
admittedly	seems	to	indicate	the	potential	of	it	surfacing	Kelly	as	a	Celebrity	Proper,	and	so	
does	US	Weekly’s	tabloid-tradition	all-uppercase	main	cover	line	“MY	LIFE	AS	AN	ADDICT”	in	
bright	canary	yellow.	Yet	if	one	looks	just	a	little	closer,	the	figure	that	emerges	in	the	
magazine’s	representation	is	more	like	a	Star,	with	perhaps,	at	least	in	terms	of	her	
overcoming	her	addiction,	even	some	subtle	references	to	the	triumphant.	There	is,	for	
instance,	no	indication	of	drug	addiction	or	any	visible	after-effects	in	the	glamorous	and	
stylised	studio-shot	portrait	photograph	(as	opposed	to	candid	street-style	or	paparazzi-
type)	of	Kelly	with	bright	fuchsia	lips	US	Weekly	selected	for	its	main	cover	image.	Her	
trademark	lilac-dyed	hair	is	tucked	behind	her	one	ear,	revealing	a	dangling	cross	earring,	
which	can	certainly	be	read	as	an	understated	yet	deliberate	visual	reminder	of	religion	in	
what	is	essentially	a	promotion	of	this	latest	‘confessional’,	the	“TELL-ALL	BOOK”,	as	the	US	
Weekly	cover	brands	it.	And	while	she	arguably	appears	as	a	Star	in	the	photograph	selected	
for	the	cover,	in	terms	of	what	the	magazine	selects	to	focus	on	from	the	memoir,	she	
seems	to	surface	not	as	a	Celebrity	Proper	kind	of	painkiller	addict	but	as	a	brave	survivor	of	
her	addiction,	despite	purportedly	adverse	circumstances	such	as	an	enabling,	recovering-
addict	father	and	a	mother	who	had	been	diagnosed	with	cancer.		
These	examples	from	the	biggest	international	weekly	magazines	illustrate	that	the	local	SA	
																																								 																				
142	US	Weekly,	17	April	2017.	
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coverage	slots	into	a	seemingly	international	trend.	It	appears	as	if	there	is	a	shift	in	terms	of	
editorial	selection,	of	both	personalities	and	story	arcs	to	be	considered,	to	allow	for	a	
continuation	of	psychological	contextualisation	in	the	coverage,	which	has	become	a	key	
characteristic	of	weekly	showbusiness	journalism,	while	carefully	avoiding	movement	too	
close	to	the	tragic	and	pathological	in	the	process.	Here	we	are	again	looking	at	the	key	
questions	of	who	gets	selected	for	inclusion	and	what	they	are	covered	for.	There	appears	to	
be	a	sense	of	editorial	selection,	of	personalities	and	story	arcs	alike,	becoming	ever	more	
discerning;	the	preference	is	still	largely	for	entertainment	personalities	who	are	
newsworthy,	visible	in	public	and	have	some	glamour.	In	addition,	there	is	a	continued	focus	
on	newsy	story	arcs	that	include	elements	of	‘flaw’.	These	story	arcs	revealing	what	is	
presented	as	misbehaviour	appear	to	be	selected	for	offering	sufficient	scope	to	explore	the	
depths	of	the	entertainment	personality’s	soul,	or	as	Nunn	and	Biressi	(2010:	53)	write,	a	
kind	of	“delving	beneath	the	surface	of	the	celebrity’s	persona”.	Yet,	crucially,	editorial	
selection	appears	to	have	become	increasingly	sensitive	to	stories	that	have	the	potential	to	
reveal	sorrow,	loss	and	intense	inner	conflict	and	suffering	when	this	“delving”	is	done	in	the	
reporting.	These	storylines,	especially	if	they	offer	very	little	or	nothing	in	the	way	of	
potential	for	triumph	over	the	tragedy	or	redemption	of	any	kind	for	the	personality	
involved,	seem	to	be	generally	avoided	in	Celebrity	journalism	now.	
5.3	The	Hero	returns,	but	not	in	epic	form	
Story	arcs	that	have	an	element	of	triumph	over	one’s	own	circumstances,	of	course,	open	
up	the	possibility	for	the	return	of	the	heroic	to	magazine	coverage.	And	as	Celebrity	
coverage	diminishes,	as	seems	to	be	the	case,	the	possibility	for	the	heroic	to	return	is	
further	enhanced.	After	all,	the	‘perfect’	Hero	and	the	‘imperfect’	Celebrity	are	two	
extremes	or	prototypes	in	the	trajectory,	and	the	one’s	disappearance	opens	the	possibility	
for	the	other’s	re-appearance	or	return.	As	has	been	noted	before,	post-Celebrity	fame	
seems	to	be	based	on	a	hybrid	of	characteristics	from	the	three	main	categories	in	the	
trajectory	proposed	here,	and	while	elements	of	successive	understandings,	such	as	the	
Hero	and	the	Star,	or	the	Star	and	the	Celebrity,	seem	able	to	comfortably	co-exist	or	co-
appear	in	the	coverage,	the	same	can,	however,	not	be	said	for	the	Hero	and	the	Celebrity	
Proper	figures,	the	two	extremes	or	prototypes.	In	other	words,	an	element	of	the	heroic	
returns	as	the	focus	of	coverage	seemingly	shifts	away,	somewhat,	from	entertainers	
looking	less	than	perfect	and	behaving	badly;	moreover,	if	these	elements	are	present,	the	
emphasis	is	increasingly	on	triumphing	over	the	temptations	brought	about	through	wealth	
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and	success,	or	‘conquering	those	demons’.		
But	it	is	important	to	note	that	with	the	Epic	Hero	figure	of	early	20th-century	coverage,	
there	was	a	distinct	sense	of	the	externality	of	these	‘demons’.	The	challenges	were	
external.	For	instance,	in	the	Huisgenoot	coverage	of	the	time,	these	challenges	included	
conquering	physical	obstacles	such	as	wild	beasts	and	inclement	weather,	like	the	
Voortrekkers	did,	and	enemies	on	the	battlefield,	as	was	the	case	with	heroes	of	the	Anglo-
Boer	wars.	The	externality	of	the	challenges	is	abundantly	clear	in	the	almost	exclusive	
preference	in	the	coverage	for	actions	and	behaviour	in	public,	with	the	private	and	
domestic	realm	being	almost	completely	absent.	Because	there	was	almost	no	focus	on	the	
private	life,	let	alone	the	inner	conflict	of	the	personalities	covered,	the	kind	of	heroism	that	
surfaced	in	the	early	20th-century	coverage	could	be	said	to	be	of	the	epic	kind.		
The	general	movement	‘inwards’,	in	coverage	over	the	century,	from	the	public	to	the	
private	space	and	subsequently	to	the	(conflicted)	inner	life,	was	a	gradual	one	that	could	be	
understood	in	terms	of	a	continuous	attempt	to	reveal	the	real	or	true	self.	In	order	to	
demonstrate	this	inward	movement,	the	argument	pointed	to	how	the	coverage	physically	
positioned	these	personalities	exclusively	in	the	public	space	at	first	and	slowly	crept	into	
the	private	realm	of	their	homes;	from	the	outside	space	of	the	stoep	of	Paul	Kruger’s	home	
in	Pretoria	in	Huisgenoot	in	the	early	20th	century,	through	the	kitchen	of	Barbra	Streisand’s	
Malibu	home	in	People	in	the	1980s	and	finally	to	the	inner	sanctum	of	Paris	Hilton’s	
bedroom	in	heat	in	the	early	2000s.		
This	turn	to	the	within,	in	what	might	be	seen	as	a	constant	pursuit	of	the	true	self,	has	also	
extended	to	the	physical	body,	as	layers	have	figuratively	and	literally	been	peeled	away	
over	time	in	order	for	us	to,	supposedly,	get	as	close	as	possible	to	the	essence	of	the	
famous	figure.	As	Holmes	and	Redmond	note,	“The	body	of	the	star	or	the	celebrity	is	key	to	
this	search	for	the	‘truth’	about	the	star	or	celebrity.	If	one	can	see	the	famous	person	
stripped	of	all	their	finery,	then	one	is	supposedly	getting	unrestricted	and	unfiltered	access	
to	gaze	at,	and	be	intimate	with,	their	primal	state”	(Holmes	&	Redmond	2006:	4).		
It	concerns,	as	Holmes	and	Redmond	(2006)	point	out,	the	gaze,	the	‘seeing’	and	thus	the	
visual.	At	the	beginning	of	the	20th	century	there	was	very	little	visual	representation	of	the	
physical	body	of	the	famous	figure;	in	early	Huisgenoot	there	were,	for	instance,	‘famous	
faces’,	or	small,	predominantly	head-and-shoulders	portrait	photographs	accompanying	
copy-heavy	profile	articles.	But	then,	as	the	century	progressed,	magazine	coverage	started	
including	more	visuals	generally,	revealing	more	than	just	heads	and	shoulders,	and,	
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moreover,	the	‘gaze’	also	started	moving	inwards,	beyond,	underneath.	With	its	male-
dominated	staff	complement,	Drum	magazine	in	the	1950s	certainly	had	a	‘lad	mag’	editorial	
policy,	but	it	arguably	also	tapped	into	a	growing	global	trend	in	magazine	coverage	of	
famous	people	by,	for	instance,	publishing	photographs	of	Dorothy	Masuka	in	her	“dainty	
underwear”	and	emphasising	her	“lovely	legs”.	And	then,	as	we	moved	into	the	21st	century,	
magazines	revealed	more	famous	bodies	and	flesh,	in	coverage	dominated	by	both	
sanctioned	and	unsanctioned	photographs,	with	heat	being	one	of	the	pioneers	of	the	trend.		
US	singer	and	actor	Bette	Midler	(2016)	wittily	captured	the	notion	of	this	continuous	
movement	towards	the	within	well	when	she	reacted	to	yet	another	nude	self-portrait	of	
reality	television	personality	Kim	Kardashian	with	the	following	comment	on	Twitter:	“If	Kim	
wants	us	to	see	a	part	of	her	we’ve	never	seen,	she’s	gonna	have	to	swallow	the	camera”.	
Yet,	crucially,	the	most	important	apparent	inward	shift	that	seems	to	have	taken	place	in	
magazine	coverage	over	the	20th	century	has	been	that	into	the	psyche,	beyond	the	body,	
of	the	famous	figure.	If	we	look	back	to	Huisgenoot	editions	of	a	century	ago,	for	instance,	
there	is	very	little	if	any	indication	of	inner	life;	the	poets,	politicians	and	preachers	were	
predominantly	covered	for	their	exemplary	actions,	and	mostly	those	that	happened	in	
public.	President	of	the	then	South	African	Republic	Paul	Kruger	is	celebrated	in	some	of	the	
early	editions	of	this	magazine	title,	for	instance,	for	his	“fearlessness”	
(“onverschrokkenheid”)	and	determination	“in	the	face	of	danger”	(“in	‘t	gevaar”),	going	
along,	at	the	tender	age	of	thirteen	years,	on	“an	expedition	against	the	kaffer	chief	Selikats”	
(“op	een	ekspeditie	tegen	‘t	kafferhoofd	Selikats”).	In	no	uncertain	terms,	the	focus	of	the	
magazine	at	this	point	is	not	on	the	future	statesman’s	emotions	and	inner	feelings	but	on	
his	actions	or	deeds:	“These	deeds	do	not	become	a	boy	but	a	man”	(“De	daden	van	de	
knaap	zijn	de	daden	van	een	man”).143	There	is	a	general	absence,	in	early	Huisgenoot’s	
coverage	of	Afrikaner	heroes,	of	pointers	to	an	emotional	dimension,	let	alone	a	publicised	
private	life.		
In	contrast	to	the	epic	heroism	that	appeared	to	dominate	early	20th-century	coverage,	the	
kind	of	heroism	that	gradually	seems	to	start	appearing,	on	select	occasions,	in	21st-century	
magazines	can	be	said	to	be	primarily	concerned	with	overcoming	the	‘demons	within’,	or	
the	inner	conflict	of	the	psyche.	If	one	reflects	on	the	trajectory	of	fame	as	a	whole,	it	could	
be	said	that	the	occasional	coverage	surfacing	bravery	and	exemplary	behaviour	in	the	new	
millennium	seems	to	be	influenced	by	how	the	Celebrity	and	the	Star	were	covered	before,	
																																								 																				
143	“Levenschets	President	Kruger”,	De	Huisgenoot,	May	1916.	
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i.e.	inclusion	of	details	of	private-life	behaviour	but	also,	crucially,	evidence	of	an	inner	or	
psychological	life	and	a	sense	of	conflict	in	this	very	realm.	
Consequently,	in	the	few	new-millennium	weekly-magazine	stories	surfacing	courage,	
triumph,	actions	worth	emulating	and	so	forth	one	often	finds	allusions	to	confessing	and	
overcoming	inner	conflict,	which	oftentimes	arises	from	some	form	of	transgression,	and	
subsequent	absolution	and	redemption.	Nunn	and	Biressi	(2010:	53,	emphasis	added)	allude	
to	the	potential	for	disclosure	to,	“shift	the	story	of	celebrity	transgression	beyond	initial	
shock,	outrage	and	disdain	and	into	a	new	field	of	self-inspection	and	public	reparation”.	
Joost	van	der	Westhuizen	is	again	an	interesting	figure	to	return	to	in	this	part	of	the	
discussion.	He	is	interesting	because	his	heroism	was,	of	course,	explored	in	great	detail	in	
the	hagiographic	accounts,	in	the	posthumous	tribute	issues	of	Huisgenoot,	YOU	and	People.	
We	saw	lengthy	accounts	of	his	courage	on	the	rugby	field,	in	fighting	MND	and	even	using	
his	own	battle	against	the	illness	to	benefit	others	in	a	similarly	vulnerable	position.	Being	
celebrated	for	the	achievements	of	your	lifetime	only	posthumously	is	one	of	the	defining	
characteristics	of	the	heroism,	so	the	fact	that	the	weeklies	only	really	focused	on	Joost	the	
Hero	in	memoriam	could	also	be	said	to	contribute	to	the	notion	of	the	heroic	surfacing	in	
the	representation.	
However,	Joost	could	never	emerge	a	true	Epic	Hero,	because	the	tribute	issues	included	
plenty	of	evidence	not	only	of	his	private	life	but	also	of	his	emotional	life,	and	specifically	
the	inner	turmoil	he	experienced	following	the	‘sex	and	drugs’	scandal	story	arc	that	
emerged,	in	heat,	in	his	lifetime.	His	admission	to	“arrogance	and	caring	only	for	himself	at	
times”	(noted	in	the	People	tribute)	and,	moreover,	his	public	confession	to	“committing	
adultery”,	having	“made	many	mistakes”	and	being	“wrong”,	and	his	apology	“to	the	people	
who	believed	in	me.	And	who	trusted	me”	(here,	the	YOU	and	Huisgenoot	tributes	quote	
from	his	2009	biography,	Joost:	The	Man	In	The	Mirror,	by	David	Gemmell)	point	to	
introspection	and	provide	an	indication	of	Joost’s	inner	life	or	psyche,	and	thus	completely	
preclude	him	from	emerging	as	an	Epic	Hero.		
It	should	be	noted	that,	by	focusing	on	Joost’s	confession	and	apology,	Huisgenoot	and	
YOU’s	posthumous	coverage	seems	to	support	one	of	the	familiar	themes	specific	to	the	
representation	of	sports	personalities.	Catherine	Palmer	(2016)	and	Whannel	(2002),	
amongst	others,	call	this	theme	“rise	and	redemption”.	In	his	book	Media	Sports	Stars:	
Masculinities	and	Moralities,	media-cultures	scholar	Gary	Whannel	(2002:	154)	argues	that	
this	theme	is	a	more	recent	addition	to	the	two	existing	ones	commonly	associated	
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specifically	with	sports	personalities,	namely	“rise	to	triumph”	and	“rise	and	fall”,	while	
Palmer	(2016:	170)	argues	that	the	“restitution	narrative,	while	drawn	from	the	sociology	of	
health	and	illness,	is	by	no	means	out	of	place	in	the	[…]	‘narrativisation’	of	sporting	lives”.		
While	the	idea	of	‘owning	up’	or	confessing	might	have	specific	meaning	in	terms	of	how	
sportspeople	are	represented	and	their	lives	‘narrativised’,	to	use	Palmer’s	term,	it	has	
become	a	very	important	theme	in	the	representation	of	famous	personalities	generally,	not	
just	sportspeople.	Holmes	and	Redmond	(2006:	289)	write	that	disclosure	is	becoming	
“increasingly	conventionalized	within	the	parameters	of	celebrity	discourse”.	Susan	van	Zyl	
and	James	Sey	(1996:	78)	go	even	further	by	arguing	that,	“[C]onfessional	practices	of	a	
mutated	but	recognisable	form	[…]	have	come	to	permeate	many	unexpected	aspects	of	
contemporary	writing	and	culture”.	
The	notion	of	confession	seems	to	have	added	a	first-person,	first-hand	dimension	to	
showbusiness	journalism,	which,	arguably	more	than	any	other	form	of	journalism,	came	to	
rely	on	third-person	accounts.	Celebrity	journalism	has	become	closely	associated	with	
gossip,	with	the	printed	media	in	this	industry	even	often	colloquially	referred	to	as	‘gossip	
magazines’.	As	is	the	case	with	gossip,	first-person	disclosure	or	confession	also	involves	a	
sense	of	notoriety	or	at	the	very	least	impropriety	(gossip	is	inseparable	from	scandal),	and	
as	with	the	other	movements	towards	the	within,	it	contributes	an	element	of	apparent	
truth	or	authenticity	to	the	coverage,	since	the	account	is	first-hand.	
Underlying	this	trend	of	personal	disclosure	in	entertainment	journalism	is	the	notion	of	
transgressive	behaviour	(good	and	noble	deeds	are	never	‘confessed’,	but	much	more	often	
witnessed	and	talked	about,	with	much	reverence)	and	specifically	the	so-called	‘sins	of	the	
flesh’.	There	is	also,	importantly,	a	sense	of	apparent	introspection	about	this	transgression	
and,	certainly	compared	to	the	magazine	coverage	surfacing	the	Epic	Hero	a	century	before,	
a	strong	focus	on	thoughts	and	emotions,	compared	to	actions,	that	permeates	weekly	
magazine	coverage	of	the	Figure	Now.		
Conclusion	
The	post-Celebrity	figure	has	been	a	difficult	one	to	analyse	and	capture,	not	least	because,	
as	was	argued	earlier	in	this	chapter,	there	is	a	sense	of	‘dispersal’	about	it.	This	is	because	
individual	characteristics	that	defined	each	one	of	the	figures	that	came	before	in	the	
trajectory	appear	to	have	dispersed	into	The	Figure	Now.	This	has	meant	that,	unlike	what	
has	happened	in	the	categorisation	up	until	now,	no	clearly	dominant	type	could	be	
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identified.	Instead,	we	see	elements	of	the	Star	(glamour,	for	example)	and	the	Celebrity	
(broken	relationships	and	minor	transgressions)	re-emerging	in	coverage	surfacing	The	
Figure	Now.	In	addition,	it	could	be	proposed	defining	characteristics	of	the	Emerging	
Celebrity	rather	than	the	Celebrity	Proper	surface,	as	the	latter	figure	is	problematic	in	the	
sense	of	opening	up	the	possibility	of	the	tragic.	With	real	mental	illness,	even	just	the	
potential	of	real	mental	illness,	by	and	large	being	avoided	by	Celebrity	magazines	post-heat,	
the	Celebrity	Proper,	then,	seems	to	retreat.	
And	while	elements	of	the	Hero	figure	occasionally	appear,	the	Epic	Hero	figure	disappears	
entirely	from	coverage.	In	other	words,	no	Epic	Hero	whatsoever	and	very	little,	or	only	faint	
echoes	of	the	Celebrity	Proper	to	be	traced	in	coverage	as	we	move	towards	the	middle	of	
the	21st	century.	The	Epic	Hero	and	the	Celebrity	Proper,	the	bookends	of	the	trajectory	
discussed	here,	both	the	extreme	ends,	seem	to	have	fallen	away.		
What	is	one	then	to	make	of	a	fairly	commonly	used	phrase,	which	has	been	attributed	to	
Michel	Foucault,	which	holds	that	‘nothing	falls	completely	out	of	the	archive’?	Nothing	
“disappears”	from	the	archive	“at	the	mercy	of	chance”,	Foucault	(1969/1972:	129)	writes.	
Yet	here,	the	evidence	gathered	seems	to	suggest	the	contrary,	meaning	that	while	much	
remains,	some	things	indeed	seem	to	have	‘fallen	out	of	the	archive’,	out	of	the	trajectory	of	
20th	century	fame.		
The	apparent	‘disappearance’	or	‘falling	out’	of	certain	forms	of	fame	from	the	trajectory	is	
one	conclusion	drawn	here	that	allows	for	some	critical	engagement.	Another	is	the	general	
movement	downward	that	was	traced	throughout	the	trajectory,	from	Paul	Kruger	and	
other	“Great	Men	on	Pedestals”	(Henderson	2005:	38)	and	the	Stars	that	shone	so	bright	up	
on	those	big	cinema	screens	down	to	magazine	representation	focused	primarily	on	
entertainers	drunkenly	falling	down,	over	or	otherwise	‘from	grace’.	The	Reflection	chapter	
critically	engages	with	two	big	themes	to	emerge	here,	namely	the	notion	of	descent	and	
what	seems	to	have	‘fallen	out’	of	the	archive.	
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Concluding	reflection	
While	examining	the	question	of	the	famous	figure	in	weekly	magazines	as	we	move	into	the	
third	decade	of	the	21st	century,	the	last	chapter	offered	a	way	to	reflect	on	the	trajectory	
unfolding	over	the	century	as	a	whole.	It	is	significant	for	me	personally	that	Chapter	5	
concluded	with	a	contrast	between	the	two	figures	outlining	the	outer	edges	of	the	
trajectory	traced	here,	namely	the	Epic	Hero	and	the	Celebrity	Proper.	It	is	also	significant,	I	
think,	that	it	is	with	the	emergence	of	the	Celebrity	figure	that	the	task	of	identifying	a	
dominant	or	characteristic	understanding	of	fame	begins	to	become	increasingly	difficult.	
The	personal	significance	of	the	Celebrity,	especially	the	Celebrity	Proper,	stems	from	the	
fact	that	it	was	this	figure,	one	that	I	got	to	know	intimately	as	a	staff	member	working	at	
heat	SA	in	the	first	decade	of	the	21st	century	and	one	that	is	very	different	from	that	
portrayed	in	the	magazines	read	by	one	or	even	two	generations	before	me,	that	gave	rise	
to	this	project.		
I	was	surprised	and	intrigued	by	the	general	popularity	of	the	kind	of	figure	and	the	content	
of	the	coverage	that	dominated	our	magazine.	It	was	not,	on	reflection,	the	figure	him-	or	
herself	that	surprised	me,	nor	even	the	distinctive	heat	style.	What	was	surprising	and	
intriguing	was	the	focus	of	the	coverage	itself.	The	people	heat	SA	covered	clearly	had	to	be	
visible	and	well-known.	They	had	to	be	‘stars’	of	some	kind,	although	in	the	usual	sense	of	
the	term	rather	than	the	Star	in	the	sense	that	it	is	used	in	Chapter	2.	What	surprised	me	
was	what	it	was	about	the	Celebrity’s	actions	or	thoughts	that	prompted	the	coverage	and	
its	characteristic	content.	My	interest	was	strongly	linked	to	what	it	was	that	appeared	to	
warrant	the	idea	of	the	Celebrity	in	the	first	place,	coverage	that	brought	to	the	fore	
ingredients	such	as	bodily	imperfections,	poor	taste,	bad	behaviour	and,	increasingly,	a	
troubled	inner	life.	I	was	curious	about	how	this,	seemingly	counterintuitive,	focus	came	
about	and,	most	difficult	of	all,	why.		
The	first	step	taken	was	to	describe	or	document	the	changes	that	appeared	in	the	coverage	
itself.	But	as	the	project	grew	and	came	to	make	an	attempt	to	contribute	to	our	
understanding	of	changing	forms	of	fame	over	a	hundred	years,	it	was	clear	that	an	
explanation	for	these	changes	had	to	be	pursued.	I	knew,	perhaps	from	the	start,	that	it	was	
the	content	and	style	of	the	coverage	itself	that	interested	me,	but	it	soon	became	clear	that	
some	sense	of	the	socio-historical	conditions	that	influenced	the	choices	around	who	was	
covered	and	in	what	way	was	needed.	It	was	important,	especially	in	the	early	years,	to	
convey	a	sense	of	the	contextual	factors	that	contributed	to	the	particular	forms	of	fame	
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dominating	in	South	African	magazines	at	certain	periods.	This	meant	providing	contextual	
information	in	each	of	the	five	chapters	in	an	attempt	to	show	that	each	of	the	figures	
appearing	in	the	trajectory	could,	not	unexpectedly,	be	illuminated	by	the	context	at	the	
time.		
The	dominance	of	the	Epic	Hero	and	the	Star,	the	first	two	figures	in	the	trajectory,	could	
fairly	easily,	although	clearly	simplistically,	be	accounted	for,	especially	in	the	first	two	
magazines	that	were	selected	for	analysis.		
The	figure	described	as	an	Epic	Hero	was,	for	instance,	an	obvious	choice	for	early	20th	
century	Huisgenoot,	a	magazine	founded	in	1916	and	employed	as	one	of	the	official	media	
vehicles	for	establishing	Afrikaans	as	an	independent	language	and	as	a	mouthpiece	of	the	
Afrikaner-nationalist	project	of	the	period.	The	Huisgenoot	readership	was	assumed	to	
identify	strongly	with	a	national	ideal	and	the	figure	that	embodied	that	ideal.	The	Hero	
figure	arguably	also	worked	particularly	well	in	a	range	of	magazines	in	South	Africa	and	on	
the	international	landscape.	At	the	time,	magazines	generally	adopted	what	Peterson	(1956:	
209–210)	called	a	“missionary”	tone,	and	one	of	the	obvious	ways	of	maintaining	the	broad	
aim	of	promoting	what	was	considered	to	be	ideal	was	to	cover,	in	unashamedly	idealising	
ways,	those	who	could	be	viewed	in	this	light.	
Thirty-five	years	on	from	the	launch	of	Huisgenoot,	the	Star	figure	dominated	in	early	issues	
of	Drum	magazine.	As	in	the	case	of	the	Epic	Hero	in	early	Huisgenoot,	the	reasons	for	the	
prevalence	of	the	Star	figure	in	1950s	Drum	can	be	identified	and	localised	briefly	without	
doing	a	serious	disservice	to	the	complexities	of	the	period.	The	Star	formula,	produced	as	
part	of	the	marketing	mechanism	of	the	Hollywood	film	industry	in	the	first	half	of	the	20th	
century	and	primarily	circulated	in	the	medium	of	the	fan	magazine	or	‘fanzine’,	could	be	
imported	into	Drum	and	applied	to	local	entertainers.	The	appeal	of	the	idealised	Star	in	
1950s	Drum	could	also	be	understood	in	terms	of	the	gradually	shifting	function	of	a	number	
of	magazines	from	primarily	providing	guidance	and	advice	to	providing	entertainment	for	
their	readers.	For	black	South	Africans	under	apartheid,	magazines	themselves	did	not	
merely	provide	entertainment	but	also	“plausible	alternative	realities”	(Laden	1997:	125)	
that	were	markedly	better	than	their	existing	one.	
While	it	was	possible	to	provide,	admittedly	in	very	broad	strokes,	a	sense	of	the	role	of	
factors	in	South	Africa	that	might	explain	the	context	allowing	for	the	emergence	of	the	Star	
in	1950s	Drum	and	the	Epic	Hero	in	early	20th	century	Huisgenoot,	when	the	Celebrity	figure	
(be	it	in	the	Emerging	or	Proper	form)	dominated	towards	the	end	of	the	century,	it	became	
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increasingly	difficult	to	provide	contextualisation	of	this	kind.	South	African	magazines,	as	
was	the	case	in	many	popular	English-language	print	media,	responded	to	an	ever-more-
closely	connected	world,	the	world	Marshall	McLuhan	famously	described	as	a	‘global	
village’	(McLuhan	1962,	1964).	Even	while	the	South	Africa	faced	growing	global	isolation	
because	of	its	racist	apartheid	policy,	in	the	latter	half	of	the	20th	century,	the	Western	
world	and	its	media	products,	including	magazines	and	films,	had	a	visible	influence	on	the	
country.	As	democracy	dawned	in	the	country,	international	exposure	of	many	kinds	grew	
exponentially.	
The	emergence	of	the	Celebrity	figure	in	local	publications	must,	in	other	words,	largely	be	
understood	in	the	context	of	the	global.	Any	attempt	to	address	the	question	as	to	why	the	
Celebrity	became	a	dominant	figure	in	magazines	around	the	turn	of	the	20th	century	in	
South	Africa	can	only	be	explained	on	the	international	level,	taking	into	account	the	global	
proliferation	of	the	media	themselves,	which	were	also	often	characterised	by	having	global	
reach,	not	least	in	terms	of	international	editions	of	magazines.	
The	global	influence	on	the	local	emergence	of	Celebrity	is	undeniable,	but	it	does	not	
explain	why	this	figure	takes	the	form	it	does,	or	the	substantial	shift	that	has	apparently	
taken	place	in	what	makes	a	person	warrant	representation,	accompanied	by	a	particular	
form	of	coverage	in	magazines	in	South	Africa	and	in	many	Western	countries.	It	is	clear,	as	I	
have	attempted	to	argue	here,	that	there	has	been	noticeable	change	over	the	century	
discussed	as	to	what	it	is	that	makes	a	person	representation-worthy.	We	seem	to	have	
moved	away	from	covering	exemplary	people	at	their	best	to	those	whose	achievements	
were,	and	are	still	not,	easily	idealised	in	traditional	terms	to	a	situation	in	which	the	famous	
figure’s	less-than-ideal	moments	are	the	ones	that	garner	the	most	attention.		
Although	what	could	be	called	‘warranted’	fame,	and	the	success	and	the	glamour	that	
accompanies	it,	still	needs	to	be	present,	this	ingredient	is,	as	it	were,	backgrounded.	The	
Celebrity	is	represented	not	as	larger	than	life	but	as	more	life-like,	perhaps:	as	wild,	
extravagant	and	self	indulgent	on	the	one	hand	but	also	as	unhappy	and	conflicted	on	the	
other.	In	other	words,	it	seems	(although	probably	less	so	in	the	case	of	South	African	
personalities	at	present)	representation-worthiness	itself	has	shifted	over	a	longer	time	and	
at	another	level.		
In	addition	there	is	the	related	question	of	why	this	shift	is	one	in	which	the	space	for	the	
Epic	Hero,	and	the	Celebrity	Proper	appears	to	be	closing.	However,	the	apparent	
disappearance	of	the	Epic	Hero,	and	to	some	extent	the	Celebrity	Proper,	does	not	suggest	
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that	elements	of	the	heroic	or	the	kind	of	treatment	characteristic	of	the	Celebrity	disappear	
from	coverage	altogether.	The	well-known	adage	that	‘nothing	falls	out	of	the	archive’,	
which	was	first	referred	to	in	Chapter	5	and	has	been	attributed	to	Foucault,	still	rings	true.	
While	the	outer	edges,	the	Epic	Hero	and	the	Celebrity	Proper,	largely	disappear,	Stars	and	
Celebrities,	to	use	these	words	as	general	or	common	descriptions,	do	not	–	in	essence	
these	two	figures	have	staying	power.		
What	explains	this	staying	power,	on	one	level	at	least,	is	the	constant	‘surveillance’	by	the	
paparazzi	and,	more	importantly	in	the	case	of	the	Celebrity,	what	this	surveillance	hopes	
and	aims	to	capture	in	visual	form.	And	this	is	where	Foucault	surfaces	once	more,	and	in	
the	literature	of	the	celebrity-studies	discipline	itself.	This	literature	refers	to	Foucault’s	
work	that,	in	turn,	refers	to	Jeremy	Bentham’s	Panopticon	(Foucault	1975).	In	a	discussion	
devoted	to	the	architecture	of	a	structure	characterised	by	a	central	observation	tower,	
Foucault	speaks	of	a	design	aimed	at	constant	surveillance	and,	crucially,	the	observation	of	
the	many	by	the	few.	While	the	Panopticon	may	actually	take	architectural	form,	the	
observations	the	metaphorical	Panopticon	makes	possible	range	from	physical	
measurements	and	assessments	to	the	results	of	psychological	tests,	resulting	in	case	
histories.	
There	are,	however,	obvious	differences	between	the	constant	surveillance	of	prisoners	in	
the	prison	yard	and	that	to	which	celebrities	are	subjected.	Crucially,	these	concern	who	it	is	
that	is	‘constantly	visible’.	In	The	Media	and	Modernity,	Thompson	(1995)	alludes	to	one	
distinction	when	he	argues	that	the	Panopticon	is	built	on	the	premise	of	the	few	in	power	
observing	the	powerless,	whereas	in	the	world	of	Celebrity,	surveillance	is	of	the	select	few	
‘powerful’	ones,	the	rich	and	famous,	by	the	many,	the	wandering	documenters,	the	
paparazzi	with	their	cameras.	
But	those	being	subject	to	constant	visibility	by	means	of	the	Panopticon	are	also	in	other	
respects	very	different	from	the	Celebrity.	Foucault’s	subjects	in	the	case	of	Discipline	and	
Punish	(1975)	are	prisoners,	but	those	subjected	to	surveillance	come	to	include	the	
inhabitants	of	many	closed	institutions	such	as	prisons,	hospitals,	schools	and	psychiatric	
wards.	The	deviant,	the	sick	and	the	defiant	young	seem	very	different	from	the	apparently	
free,	glamorous	and	successful	people	we	call	Celebrities.	But,	and	this	is	the	crucial	point,	
with	panopticism	those	observed	are	not	just	“constantly	visible”,	they	are	also	“perfectly	
individualized”	(Foucault	1975/1977:	200,	emphasis	added).	And	when	one	considers	the	
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processes	involved	in	this	‘perfect	individualisation’	by	way	of	seemingly	unending	
surveillance,	the	Celebrity	and	the	prisoner	do	not	seem	that	far	removed	from	each	other.		
To	return	at	this	point	to	the	bigger	question	driving	this	concluding	reflection:	what	has	
been	learnt	from	this,	the	unexpected,	linking	of	the	prisoner	and	the	Celebrity	by	way	of	
their	common	subjection	to	surveillance?	If	Foucault	argues	that	individualisation	is	the	
outcome	of	this	process,	how	does	surveillance	work?	What	is	observed,	and	how	is	this	
individualisation	achieved?	In	essence,	for	Foucault	it	is	the	ongoing	documentation	or	
recording	of	these	observations,	and	the	fact	that	they	build	a	picture	of	what	distinguishes	
this	prisoner	or	patient	from	healthy	people	or	good	citizens	that	make	the	human	sciences	
possible.	In	the	case	of	Discipline	and	Punish	(Foucault	1975),	both	criminology	and,	crucially	
here,	psychology	originate	in	the	form	of	punishment	the	prison	enacts.	Taken	together,	
prisons	and	other	closed	institutions	reveal	how	things	go	wrong,	and	build	our	
understanding	of	what	it	is	to	be	human	and	the	ills	and	the	sins	that	flesh	is	heir	to.	To	
make	a	big,	an	inelegant,	leap	forward,	to	know	the	Celebrity	is	to	know	more	about	her	
beauty	and	her	successes.	And	the	paparazzi	want	and	need	to	reveal	more	about	her	than	
the	posed	red-carpet	or	studio	shot	reveal	and,	in	the	case	of	heat	at	least,	capturing	the	
flash	of	cellulite,	the	drunken	stumble	and	illegitimate	kiss	are	prizes	that	pay	and	are	worth	
paying	for	in	long	hours	of	waiting.	
However	difficult	it	might	be	to	see	Foucault	casting	light	not	only	on	the	big	picture,	that	of	
Disciplinary	power,	but	also	on	details	of	this	kind,	a	direct	quotation,	a	passage	impossible	
to	paraphrase,	might	help.	Perhaps	it	is	possible	to	make	a	connection	between	the	eighty-
year	period	over	which	the	“reversal	of	the	axis	of	individualization”	is	observed	in	Discipline	
and	Punish	and	the	later	hundred	years	over	which	the	trajectory	being	discussed	here	
unfolds.	Referring	to	the	emergence	of	Disciplinary	power	itself,	Foucault	notes	that	it	
marks:	
the	moment	when	the	reversal	of	the	political	axis	of	individualization	–	as	one	might	
call	it	–	takes	place.	In	certain	societies	[…]	it	may	be	said	that	individualization	is	
greatest	where	sovereignty	is	exercised	and	in	the	higher	echelons	of	power.	The	
more	one	possesses	power	or	privilege,	the	more	one	is	marked	as	an	individual,	by	
rituals,	written	accounts	or	visual	reproductions.	As	power	becomes	more	anonymous	
and	more	functional,	those	on	whom	it	is	exercised	tend	to	be	more	strongly	
individualized;	it	is	exercised	by	surveillance	rather	than	ceremonies,	by	observation	
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rather	than	commemorative	accounts,	by	comparative	measures	that	have	the	‘norm’	
as	reference;	by	‘gaps’	rather	than	by	deeds.	(Foucault	1975/1977:	192–193)	
The	phrase	“commemorative	accounts”	and	then	the	reference	to	“the	norm”	and	to	“gaps”	
are	important	here.	But	what	is	important	for	the	attempt	to	find	an	explanatory	context	for	
the	figure	of	the	Celebrity	worldwide	is	the	fact	that	this	passage	raises	the	question	of	
Disciplinary	power	by	explicitly	pointing	to	different	forms	of	representation,	to	differences	
in	the	way	different	people	are	individualised	in	different	periods	in	the	history	of	the	West,	
a	history	that,	by	way	of	colonisation,	impacts	on	South	Africa.		
With	Disciplinary	power	comes	a	new	way	of	individualising	focused	not	on	the	powerful	
and	the	exemplary	but	on	those	that	display	their	‘pathologies’:	their	weaknesses,	their	non-
normative	idiosyncrasies.	We	no	longer	treat	perfections,	successes	and	triumphs	as	the	
natural	subject	matter	for	representation.	Those	who	drive	our	popular-media	narratives	
today	are	not	only	worthy	of	coverage	at	their	best	and	in	their	best	moments	but	also,	
especially	perhaps,	in	terms	of	their	most	unguarded,	even	those	that	could	be	considered	
to	be	their	worst.		
Is	it	possible	that	in	the	background,	however	far	back	in	that	background,	might	seem	to	be	
what,	in	celebrity	studies	itself,	emerges	as	the	idea	of	the	fall	of	the	“Great	Men	on	a	
Pedestal”,	to	recall	Henderson’s	(2005)	phrase.		
President	Kruger	is	covered	as	on	a	‘pedestal’	quite	literally:	visual	and	textual	references	to	
his	bust	and	statue	were	often	portrayed	in	the	commemorative	coverage	of	the	‘great’	
man,	and	this	sense	of	elevation	remains	in	the	word	‘star’	itself.	The	original	Star	hailed	
from	the	world	of	the	large-format	and	elevated-screen	cinema.	And	Dolly	Rathebe,	in	South	
Africa	in	the	1950s,	was	described	as	“a	spangled,	glitter-bespattered	star,	up	above	the	
heavens	so	high”.	
However	once	the	Celebrity	figure	emerges	in	magazine	coverage	from	the	late	20th	century	
onwards,	there	is	a	distinct	sense	of	descent,	and	the	image	of	a	‘fall’	is	conjured	up	by	
changes	in	the	coverage,	in	both	style	and	content,	from	the	still-extraordinary	status	of	the	
Star	to	the	more	ordinary	features	of	people	in	People.		
But	of	all	the	figures	in	the	trajectory	traced	here,	the	Celebrity	Proper	is	perhaps	best	
illuminated	in	terms	of	the	wider	context	provided	by	Foucault’s	writing	on	“descending”	
individualisation.		
	 195	
In	the	passage	quoted	above,	Foucault	ends	his	account	of	the	differences	between	the	
ascending	and	descending	axis	of	individualisation	and	the	generic	forms	that	it	is	reflected	
in	by	way	of	an	extraordinarily	revealing	example:		
And	if	from	the	early	Middle	Ages	to	the	present	day	the	‘adventure’	is	an	account	of	
individuality,	the	passage	from	the	epic	to	the	novel,	from	the	noble	deed	to	the	
secret	singularity,	from	long	exiles	to	the	internal	search	for	childhood,	from	combats	
to	phantasies,	it	is	also	inscribed	in	the	formation	of	a	disciplinary	society.	The	
adventure	of	our	childhood	no	longer	finds	expression	in	‘le	bon	petit	Henri’,	but	in	
the	misfortunes	of	‘little	Hans’.	(Foucault	1975/1977:	193–194)	
	The	point	and	the	phrases	used	to	capture	it	here	are	revealing	once	more:	the	reference	to	
“inscription”	and	“expression”,	to	the	“secret	singularity”,	and	the	choice	of	a	character	in	a	
fairy	tale	contrasted	with	one	in	a	case	history.		
	Good	little	Henry,	the	hero	of	a	centuries-old	French	fairy	tale	who	saves	his	mother	by	
successfully	completing	a	number	of	epic	tasks,	provides	the	perfect	contrast	to	the	phobic	
‘little	Hans’,	the	pseudonym	Freud	uses	in	the	case	study	of	his	five-year-old	patient	Herbert	
Graf.	Henry	may	be	a	miniature	Hero,	but	even	as	a	child	he	has	the	qualities	of	a	Hero,	an	
Epic	Hero	in	fact,	whereas	Hans	is	a	real	boy	with	a	psychological	illness	worthy	of	detailed	
exploration.		
Without	too	much	strain,	I	think,	the	shift	from	Henry	to	Hans	can	be	likened	to	the	one	we	
witness	in	changing	understandings	of	fame	over	the	20th	century.	From	the	Epic	Hero	
through	the	fairy	tale	of	the	Star	to	the	supposedly	true-to-life,	sometimes	self-indulgent,	
world	of	the	Celebrity,	it	is	different	from	that	of	the	unhappy,	neurotic	child,	but	the	
dangers	of	psychological	illness	become	ever	present	with	this	shift.	
Even	if	current	magazine	representation	seems	to	be	retreating	from	focusing	on	behaviour	
that	could	point	to	serious	psychological	illness,	an	element	of	the	unhappy	psychological	is	
almost	invariably	still	present	in	that	world	and	something	which	contemporary	magazine	
coverage	seizes	on	when	it	can.	Nunn	and	Biressi	(2010:	53)	use	the	phrase	“excavation	of	
the	[…]	troubled	self”	to	describe	the	typical	psychological	analysis	of	celebrity	behaviour	in	
the	media,	where	the	term	“excavation”	again	evokes	a	sense	of	delving,	digging	and	
descent.	Magazines	continue	to	focus	on	the	emotional	life	of	the	personalities	they	cover,	
and	the	contextualisation	of	this	focus	often	overtly	uses	what	they	describe	as	the	“tropes	
of	therapy”(Nunn	&	Biressi,	2010:	53).	Implicit,	sometimes	explicit,	in	this	coverage	is	the	
idea	of	an	inner	life,	one	troubled	and	in	turmoil,	and	in	need	of	repair.	
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What	is	especially	interesting,	as	the	Celebrity	flaws	and	transgressions	are	revealed,	is	that	
the	allure	that	must	be	present	is	maintained,	but	compared	to	the	Star	and	the	Epic	Hero,	it	
is	often	backgrounded.	Celebrity	coverage	offers	multiple	options	on	the	level	of	both	
content	and	style,	and	it	comes	to	include	the	‘appealing’	and	the	‘appalling’	elements;	the	
physical	beauty	and	the	charms	of	the	talented	but,	importantly,	also	what	could	be	
described	as	the	schadenfreude	of	revealed	failings,	both	physical	and,	crucially,	
psychological.	And	it	is	these	errors	that	are	highlighted	as	distinguishing	Celebrities	from	
Stars	and	certainly	from	Heroes	of	the	epic	kind.	
One	of	the	striking	things	about	this	move	to	reveal	what	is	apparently	negative,	but	
certainly	less	than	ideal,	is	that	of	the	Celebrity	figure’s	relation	to	the	publicity	of	this	
negative	kind.	In	the	face	of	this	supposedly	unflattering	exposure,	there	seems	to	be	an	
increasing	tendency,	almost	a	pressure,	for	Celebrities	themselves	to	respond	actively	and	
on	the	same	terms	to	this	potentially	damaging	publicity.	What	surfaces	in	the	coverage	is	
that	Celebrities	can	in	some	sense	‘save’	their	reputations	and,	crucially,	gain	further	media	
attention,	if	they	confess	their	sins.	
And	it	is	to	an	understanding	of	this	seeming	paradox	that	Foucault	comes	to	our	aid	once	
more	by	revealing	how	surveillance	and	confession,	power	and	knowledge	and,	especially	
significant	here,	self-knowledge,	function	in	the	age	of	Disciplinary	power.	As	King	(2008)	
points	out,	Foucault’s	writing	on	‘avowal’,	or	confession,	is	often	cited	in	support	of	the	
argument	that	“contemporary	“man”	is	a	confessing	animal”	(King	2008:	115).	But,	as	King	
(2008)	also	points	out,	today	confession	is	also	a	form	of	power.	It	is	one	of	the	methods	
through	which	subjects	are	formed	in	modernity	but	also	one	in	which	the	object	(or,	in	this	
case,	subject)	of	that	power	can	exploit	it.	Confession	can,	as	Redmond	(2008:	110)	adds,	
“authenticate,	humanize,	resurrect,	extend	and	enrich”	the	Celebrity	image.	As	a	first-
person	acknowledgement,	confession	necessarily	contributes	to	a	sense	of	reality,	of	
truthfulness	and	authenticity	and,	in	this	way,	retrieves	some	of	the	damage	that	could	
come	with	exposure.	
In	Celebrity	culture,	confession	no	longer	has	the	original	religious	connotation	of	sin	in	the	
Biblical	sense,	yet	it	continues	to	be	coloured	by	the	notion	of	fault	and	faltering.	There	is,	in	
fact,	the	suggestion	that	entertainment	personalities	might	be	covered	in	weekly	magazines	
in	order	to	give	readers	a	sense	of	their	own	‘power’	(although	not	in	the	strong	sense	of	the	
term)	over	the	Celebrities	by	moving	the	rich	and	famous	‘off	the	pedestal’.	And	in	this,	the	
magazines’	efforts	seem	to	have	been	successful.	As	Hermes	(1995:	126)	notes,	regular	
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readers	of	Celebrity	magazines	report	enjoying	and	gaining	“a	secret	sense	of	power”	over	
those	covered	in	these	revealing,	exposing	ways.	
This	sense	of	power	is	characterised	by	a	deeper	penetration	of	the	private	sphere	of	the	
entertainment	personality	than	ever	before:	the	privacy	of	the	bedroom	in	the	home,	for	
instance,	but,	crucially,	also	the	private	thoughts	or	the	inner	psychological	life.		
This	move	to	‘bedroom	things’	is	related	to	the	increased	attention	paid	to	the	flesh.	The	
secrets	of	those	repressed	desires,	and	the	knowledge	and	self-knowledge	of	them	are	now	
crucial	to	identity.	In	terms	of	confession,	sex	has	a	privileged	position	in	that	it	represents	
the	revelation	and	exploration	of	that	which	is	most	secret.	Sex	may	be	an	especially	
important	type	of	transgression,	one	that	garners	special	attention	in	terms	of	confession,	
but	there	is	more	to	the	idea	of	confession	than	its	relation	to	sins	and	transgressions.		
As	Foucault	points	out	in	the	introduction	to	the	History	of	Sexuality	(1976),	in	the	18th	
century	there	developed	an	‘immense	verbosity’	around	sex.	This	includes	specialised	
discourses	of	doctors	and	the	interest	in	questions	of	population	but	also	self-knowledge,	
introspection	and	the	‘airing’	of	the	troubled	self	in	a	secular	mode.	It	does	not	concern	
“talking	about	the	obligation	to	admit	to	violations	of	the	laws	of	sex,	as	required	by	
traditional	penance,”	Foucault	writes:		
but	of	the	nearly	infinite	task	of	telling—telling	oneself	and	another,	as	often	as	
possible,	everything	that	might	concern	the	interplay	of	innumerable	pleasures,	
sensations,	and	thoughts	which,	through	the	body	and	the	soul,	had	some	affinity	
with	sex.	(Foucault	1976/1981:	20)	
This	externalisation	of	“everything”	regarding	sex,	both	through	the	body	and,	crucially,	the	
soul,	is	broadly	understood	to	be	the	result	of	the	emergence	of	psychological	knowledge.	
Self-understanding	and	a	shifting	of	the	secrets	of	sexual	desire	into	a	position	where	they	
can	be	spoken	about	and	understood	is	the	defining	characteristic	of	what	have	come,	after	
Foucault,	to	be	called	the	called	‘psy’-industries:	“All	the	sciences,	analyses	or	practices	
employing	the	root	‘psycho-’	have	their	origin	in	[the]	historical	reversal	of	the	procedures	of	
individualization”(Foucault	(1975/1977:	193).	
And	in	tracing	and	characterising	this	reversal,	Foucault	is	yet	again	concerned	with	
questions	of	representation.	In	addition	to	the	reversal	marking	the	“passage	from	the	noble	
deed	to	the	secret	singularity,	from	long	exiles	to	the	internal	search	for	childhood,	from	
combats	to	phantasies”,	he	also	speaks	of	a	movement	from	the	“the	epic	to	the	novel”	
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(Foucault	1975/1977:	193).	In	contrasting	the	epic	with	the	novel	in	this	passage	about	the	
“reversal	of	the	procedures	of	individualization”,	Foucault	appears	to	reveal	that	there	is	
some	kind	of	connection	to	be	traced	between	the	novel,	the	notion	of	descending	
procedures	of	individualisation	and	its	connection	to	the	psychological.	
Earlier,	in	The	Father’s	No	(1971),	Foucault	prepared	for	an	understanding	of	the	entrance	of	
this	contradiction	into	our	culture,	in	a	phrase	that	seems	extraordinarily	relevant	to	the	
argument	about	changing	forms	of	fame	being	advanced	here:	“The	psychological	dimension	
in	our	culture	is	the	negation	of	epic	perceptions”	(Foucault,	1971/1989:	10).	In	other	words,	
the	wider	role	for	psychology	has	come	at	the	expense	of	epic	perceptions,	and	my	
observations	on	the	trajectory	of	fame	would	be	arguably	poorer	for	not	considering	this	
point	made	by	Foucault	about	the	uneasy,	perhaps	impossible,	co-existence	of	the	epic,	
which	characterised	early	20th-century	magazine	coverage,	and	the	psychological,	which	
could	be	said	to	cast	light	on	what	we	both	see	and	do	not	see	in	magazines	now.	Today	
there	is	nothing	but	the	smallest	space,	if	any	at	all,	for	a	confessing	Kruger,	an	epic	Barack	
Obama	or	an	entirely	untroubled	Britney	Spears.	And	in	South	Africa,	the	truism	that	‘history	
repeats	itself’	in	a	period	as	short	as	a	hundred	years	outlines	in	vivid	terms	the	tension	
between	epic	perceptions	and	those	expressing	the	dominance	of	the	psychological	in	
contemporary	culture.	
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